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Introduction: 
American society has been carefully designed within the hegemonic framework of 
patriarchal capitalism. It is accepted by the critical community that socialization of 
individuals within this society is contained, as well, within this framework, which relies 
heavily on gender norms. Patriarchal capitalism, in order to function in the American 
context, relies on the adherence of citizens to gendered expectations. The paradigm 
requires unanimous belief in the positive nature of a system that encourages 
individualized roles within society which, when fulfilled, assist with the smooth 
functioning of such a society. These roles, separated into a binary system of feminine and 
masculine, are attached to sex so that individuals can clearly understand (from birth) what 
is expected of them by societal standards. Integral to the functioning of the system, these 
roles have been sensationalized and are presented as ultimate ideals through instruments 
of socialization, including mainstream media, popular entertainment, educational 
structures, governmental institutions, peers, family, and social structures. These ideals are 
then integrated into an overall American Dream, which culminates in heterosexual union 
(or, at least, the romantic union of feminine and masculine to create a complete pair) and 
the pursuit of meaningful work and healthy family. Centralizing the importance of 
gendered roles attached to sex and, then, the heterosexual union expected of these 
individuals caught in a system of binaries, the paradigm requires that individuals attempt 
to live up to gender ideals in their own pursuit of the American Dream. 
American musical theater is a distinct performative art that reflects and dramatizes 
the American vernacular. As the musical play originated in the United States in the early 
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20th century, it is rooted in other American performative traditions. It is a creative form 
that is thoroughly influenced by and presented for the mass American person who has 
been gendered and socialized through a hegemonic system of values and beliefs. As a 
form of popular entertainment, it is a performance art that generally recreates the 
dominant ideology of patriarchal capitalism. The American Dream is pursued by 
characters in Broadway musical plays and, therefore, gender is represented through types 
and ideals. Because of this, musical theater is by nature heterosexualizing. The form 
relies on the necessary union of the masculine (usually male) and feminine (usually 
female) lead characters who have overcome the barriers to their union. Despite the 
appearance of characters who stray from expected gender norms throughout the fust act 
of many musicals (typically embodied in the strong, masculinized female), these 
characters are almost always submitted to the reformative and oppressive force of 
heterosexual romance. They are reined in, castrated, made whole, and normalized 
through this submission and are therefore accepted as leading a legitimized existence. 
This is a necessary element of the musical play because of its nature as popular 
entertainment and the "mass person" audiences' engrained belief in and expectation of 
such representation. 
Gender roles and the importance of the binary union of heterosexual romance are 
extremely important ideologies within the American consciousness. As described above, 
American society is based upon the collective and gendered American Dream that 
requires roles of individuals within society so that the society, as a whole, can function. 
The dream is, basically, the fulfillment and support of patriarchal capitalism, which is 
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presented as a problem solving, freeing, and wholly positive paradigm. It is no surprise, 
then, that popular entertainment, along with mainstream media, educational institutions, 
and social structures that socialize Americans throughout their lives, re-presents and 
sensationalizes the image of this American Dream. Audiences of Broadway musical 
theater - the American mass person - are taught to believe in this Dream and in the 
ability ofthe trappings of this Dream to solve problems and resolve conflicts presented 
on stage. 
The musical play, utilizing music within a dramatic structure, must revolve 
around emotion because it is at the site of extreme emotion that music is employed. In the 
musical play, emotion generally takes the form of heterosexual, romantic love. 
Recreating the trappings of the American Dream, American musical theater centralizes 
the heterosexual union and presents conflicts which can be resolved through this union. 
This is an effective positive representation of the American Dream in that the musical 
play, at first, presents characters who may disrupt the conventions of gender (e.g. a 
feminized man, a very strong-minded woman, a woman or man who does not want to 
marry, etc.) and create barriers to the expected heterosexual union, but who eventually 
can be harmoniously re-gendered and the conflicts they create overcome by heterosexual 
romance. This heterocentric and heterosexualizing narrative, then, presents deviant (and 
admirable in the eyes of feminists or queer-theorists or critics of the pervasive gendered 
American Dream) characters only to demonstrate the powerful ameliorating force of 
heterosexual love. Subscribing to the strict guidelines of the American Dream, American 
musical theater fails to allow strong and inspirational characters who defy gender norms 
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the full capacity to live positive and fulfilling lives. Instead, they are presented as either 
conflicts to be resolved in the second act, forced to subscribe to gender expectations 
through their union with binary opposites, or illegitimate characters represented as pitiful, 
comedic, or evil. 
However, the music in a musical play experiences a kind of lasting existence 
which the heterosexualizing narrative does not. Songs are more memorable than dialogue 
and, therefore, remain in the minds of audience members and musical theater fans with 
more veracity that dialogue or story line. It is with this tool that musical theater can be 
seen as a radical and progressive force in terms of the representation of gender. The first 
act in any two act musical play is much longer than the second act and contains much 
more music. Often, the second act utilizes hardly any new musical material and relies 
more on reprises than anything else. Parallel this with the prevalence of disruptions by 
central characters of gender norms in the first acts of most musicals and one can imagine 
that the majority of musical theater music is sung by characters who sing from non-
heterosexualized, non-reformed viewpoints. The song in musical theater is a lasting 
impression that presents alternative images of gender and allows alter-gendered 
characters voices that are recreated and popularized throughout history. 
This paper discusses popular Broadway musical plays from 1943 to the present 
with the question of gender representation at the forefront. With examples from 
Broadway's Golden Age- from Oklahoma! (1943) to Hair (1968)- through to the rock 
musicals of the early 1990s and the current popular musicals on Broadway stages, I will 
outline the pervasive heterosexualizing narratives of the musical stage. These examples 
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will show the possible disruption of the ideology of patriarchal capitalism in musical 
theater which is ultimately resolved by the musical's own form (and by the trappings of 
patriarchal capitalism). However, I will also demonstrate the radicalizing legacy of song 
in musical theater through examples of popularized music from musicals long regarded as 
productions of the past. The legacy of disruptive characters in musical theater is kept 
alive through song and the lasting hope that the critical "we" can have for musical theater 
as a radicalizing and socially critical form is through the music on which musical theater 
relies. 
Through this analysis, I observed a possible window of opportunity within the 
musical theater form to present both radicalizing music as well as a radicalizing narrative 
that does not submit characters to heterosexual union nor the reformative fulfillment of 
the American Dream. In my own attempt to debunk the myth that musical theater must 
portray the union of feminine and masculine as well as the ultimate failure of characters 
who do not live up to expected gender norms, I wrote an original musical. This musical 
revolves around a male, homosexual union that does not fall into the trappings of 
heterosexual representation (the typical union of one feminine and another masculine 
man in other "gay theater"). Instead, I attempted to create characters that defy gender 
norms by incorporating both masculine and feminine characteristics, despite their sex and 
assigned gender, into their personalities. Attempting to follow in the musical theater 
tradition as begun by Rodgers and Hammerstein in 1943 with Oklahoma!, I hoped to 
create a musical that logically relies on character and story but that refuses to capitulate 
to the gendered ideology of patriarchal capitalism. 
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The musical, You're Not For Me, was well received by audiences when it was 
presented in a workshop format and, despite certain creative shortcomings, seemed to be 
acceptable in its presentation of alternative gender representations that are not, in the end, 
submitted to heterosexual union and, therefore, normalization. It seems that another 
musical theater world is possible, and I hope to outline the possibility of queer musical 
theater to present an alternative to typical gender representations on the musical stage and 
the unnecessary centrality of heterosexual union within the form. Emotion is at the center 
of musical theater, and only when a musical's creative team subscribes to the trappings of 
the American Dream must that emotion revolve around heterosexual union and dominant 
gender norms. 
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Chapter 1: 
You've Got to be Carefully Taughti: 
Gender and Performance 
Bell Hooks, the prominent feminist writer and social activist, defines patriarchy 
as: "a political-social system that insists that males are inherently dominating, superior to 
everything and everyone deemed weak, especially females, and endowed with the right to 
dominate and rule over the weak and to maintain that dominance through various forms 
of psychological terrorism and violence. ,ii 
Psychological patriarchy, which inflicts its ideology on both men and women in 
the United States, is the dynamic between the characteristics deemed "masculine" 
and "feminine" in which half of our human traits are exalted while the other half 
is devalued. Psychological patriarchy is a 'dance of contempt,' a perverse form of 
connection that replaces true intimacy with complex, covert layers of dominance 
and submission, collusion and manipulation. It is the unacknowledged paradigm 
of relationships that has suffused Western civilization generation after generation, 
deforming both sexes, and destroying the passionate bond between them. iii 
Feminists, male and female, have long argued against the reigning pervasiveness of this 
ideology and have fought its influence over their lives. Everything in the United States is 
subject to the influence of patriarchal-capitalism due to its central importance in the 
ideological foundation of the American Dream. Therefore, as Americans, we are subject 
at all levels to its influence. 
- 11 -
The binary gender structure emphatically prescribed by patriarchal capitalism, 
which theoretically creates opposites of gender (masculine and feminine) to be aligned 
with sex (male and female) , does not erect impassable boundaries. However, although the 
common notions of gender have evolved to a point where a certain amount of gender 
bending is acceptable, extremes in either pole are still severely restricted to the 
"appropriate" sex. If society at large were to allow the elimination of gender boundaries, 
the absolute ideal of the American Dream would be nullified through the outright 
rejection of the idolized, gendered goals. In other words, the functioning machine that 
supports American society would collapse. No process of socialization or cultural 
representation, including popular entertainment, will allow this to happen because of the 
commercial glory that exists for these institutions within the context of contemporary 
American society. 
Musical theater is a form of popular entertainment and, therefore, has traditionally 
encompassed the values of the masses. These values are situated squarely within the 
scope of patriarchal capitalism as popular culture and the mass consciousness of our 
society are thoroughly socialized through one voice of "the father." However, the 
entertainment industry does not merely reproduce patriarchal capitalism. As 
entertainment needs an audience, the industry expresses its attempts at fulfilling its 
audiences' real needs. iv Entertainment, by nature, is performance for profit, attempting to 
appeal to a generalized audience replete with the social consciousness of "mass person." 
Because it is a relatively autonomous mode of cultural reproduction, entertainment can be 
defined by those who present it (creators, supporters/backers, performers) rather than 
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simply reproducing expected expressions of patriarchal capitalism. However, unable to 
fully free itself from the gendered nature of language and the dominant tools of 
reproduction and representation, musical theater has persisted in its limiting imaging of 
gender possibilities for individuals. 
Because of the natural struggle involved in understanding meaning, 
communication coming from performance must be thought of as a creation of writers, 
performers (sometimes one and the same), and audience members. Performers attempt to 
communicate in denotative sounds and terms that already hold connotative meanings for 
creators, performers, and audience members alike, which indicates room for 
interpretation of all material in performance (and in entertainment at large). Not only can 
the writer not separate his or her straightforward words from individual connotation 
associated with audience members and performers, the actor's body cannot forget its 
gender. v Furthermore, any discussion of material takes place in the aftermath of the 
performed entertainment, which reveals the importance of lasting impressions. vi 
Watching entertainment, audiences come to understand meanings through a struggle 
between themselves (and their personal readership of the communication), the performer 
(who attempts to convey a very specific message), and the written/composed message 
(direct from the creators of the show). The ensuing wrestling match yields meaning that 
is neither hegemonic nor particular- it is variably coherent. vii 
However, there is a certain compliance between audience and performer/writer in 
terms of accepted meaning. The entertainment industry looks to please, which does not 
directly translate into meeting expectations. This is the foundation of the argument above 
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that states that entertainment does not simply reproduced patriarchal capitalism - because 
that would not be very interesting. Instead, the entertainment industry attempts to define 
audience desire, which is a much more enjoyable experience for the audience. 
Entertainment carefully establishes very specific conflicts that drive an audience toward 
the intense eagerness for resolution. Richard Dyer argues that some categories of 
entertainment point to gaps or inadequacies in capitalism but only those gaps or 
inadequacies that capitalism proposes itself to deal with.viii Similarly, musical theater 
presents disruptions of accepted gender norms that can be effectively recomposed by the 
promises of patriarchal order and the same American Dream which is faulted by those 
disruptions. In comedy, the conflict of a joke is only set up because the joke itself will 
resolve that conflict in a humorous way. Entertainment purposefully primes an audience 
to desire what is presented. However, popular entertainment is subject to the overall taste 
of audience which, generally, does not want a new world full of foreign icons created on 
stage. A disturbance in one's conception of the world (i.e. the ideological framework 
under which one operates) is acceptable because it promotes the necessary resolution 
(and thus reinforcements of original ideals) that the ideology of one's world-view can 
provide. Therefore, producers of popular entertainment utilize the language, cultural 
reference points, and accepted gender frameworks common to themselves and audience 
members alike. 
Accepted gender frameworks can be seen as hegemonic in the American context. 
The concept of"hegemony", deriving from Antonio Gramsci's analysis of class 
relationship,ix refers to the cultural dynamic by which a group claims and sustains a 
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leading position in social life. Hegemonic masculinity and femininity can be defined as 
the configuration of gender practices that embodies the currently accepted answer to the 
problem of legitimacy of patriarchal capitalism, which guarantees the dominant position 
of men and the subordination of women. Hegemony is only likely to be established if 
there is some correspondence between cultural ideal and institutionalized power. Not too 
many men or women actually meet the normative standards of hegemonic masculinity or 
femininity but we are socialized to accept its legitimacy through pervasive institutional 
support and are in a constant struggle to live up to its standards.x 
These standards are blatantly seen in the association between masculinity and 
pursuit of a successful career and economic prosperity.xi "Women's presence in the 
workforce has always been a threat to men's sense of their 'masculinity' but it is a threat 
which has been systematically manipulated by employers to control men, as well as 
women, in the capitalist quest for cheap labour."xii To explain the sexual hierarchies of 
the workplace, we need to understand the interaction between the logic of capitalist 
accumulation and men's needs and desires to maintain their dominance in the workplace. 
Men's desire for dominance at work is connected with the preservation of their 
'masculine' identity.xiii "As it is represented in our culture, 'masculinity' is a quality of 
being which is always incomplete, and which is equally based on a social as on a psychic 
reality. It exists in the various forms of power men ideally possess: the power to assert 
control over women, over other men, over their own bodies, over machines and 
technology. ,xiv This sexual hierarchy at work, although acquiring its own autonomy, keys 
in with all the other sites of sexual hierarchy outside the workplace. 
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As numerous workplace studies show, employers and management use gender 
hierarchy as a way of organising and controlling workplaces, correctly assuming 
that women will generally be more likely to accept men's authority, and to diffuse 
conflict, being more used, as they are, to reacting in this fashion to male authority 
at home.xv 
This idea has fueled the modern need of men to maintain power over their spouses 
or families through their monetary dominance. Thoroughly complementing other aspects 
of idealized masculinity, once a man enters into a romantic union or creates a family with 
his partner the pursuit of meaningful work and economic power allows him to retreat 
from familial life. Because a man is generally taught to disengage from his feelings and 
from emotionally connecting with other individuals, he may fail to fully submit to the 
lasting relationships he develops (with a spouse or with his children). Instead, realizing 
the importance of meaningful work, he pursues a career that will at once fulfill the need 
to be economically successful and loosen his emotional ties with those closest to his by 
dividing his time between professional and personal life (usually weighted heavily on the 
professional side). This allows a man to have topical relationships, which maintain the 
semblance of personal emotive connection through economic provision, while granting 
him independence from deep emotional feeling which is both uncomfortable and 
forbidden. Whenever this occurs, patriarchal-capitalism has succeeded in creating the 
desired male American citizen - one who recreates the population through sexual union, 
contributes to the economic security of the nation and his family through meaningful 
work, and who obeys the structures of masculinity which promote competition (leading 
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to efficiency and productivity in economic endeavors) and strict obedience to rules. 
The process of socialization for women in our society invests in creating idealized 
femininities based off of the portrayals of women in the religious myths on which 
patriarchal capitalism was founded. Accepted femininities can be seen as binaries -
women are allowed an either/or path which restricts them to extreme sensuality (and, 
thus, a certain degree of power) or virginal composure (which prepares them and makes 
them acceptable for heterosexual union). The virgin/whore complex, furthered by 
Christian religious myth/history, divides women into two possible categories- wives and 
vixens. Socialization, then, encourages the respectability of maintaining virginity and 
submissive personal characteristics (disallowing women from sexual and relational 
experiences valorized in masculinity) and disempowering women through demanded 
submission. If women pursue power over their own sexuality and the freedom to assert 
themselves in personal relationships, they are utilized for their sexual freedom only to be 
deemed unfit to marry because of their failure to maintain the respectable and expected 
submissive virginity (if not literally, then figuratively). 
Without heterosexual love, women are always viewed as in a position of lack. If 
men are considered incomplete until they exert complete control (and no man will ever 
exert control over everything in their lives), women are lacking until they are loved by a 
man and are able to fulfill the expectation of heterosexual union. Women "lack" the 
metaphorical phallic ability to penetrate and exert power, just as they "lack" an actual 
penis. For women to fulfill their roles in patriarchal capitalism, the regeneration of 
population through childbirth and child rearing, they are expected to fill that Jack through 
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acquiring a man's phallus and living vicariously through it (and him). She must support 
her male partner while nurturing the birth of new men and women who will learn, from 
her, the importance of family and heterosexual love and, from their father, the 
expectation of emotional detachment from other individuals and the self and the ties 
between masculinity and economic security. They will effectively learn what it takes to 
achieve the American Dream. 
Men and women, individually, are not unblemished re-presentations of hegemonic 
masculinity or femininity. Individuals of both sexes embody characteristics typically 
aligned with the 'opposing' gender- "they can and do exhibit every combination of active 
and passive, gentle and aggressive, dependent and assertive thought and behaviour. ,xvi 
American society is always evolving the gender boundaries that, individually, almost all 
Americans tend to cross. However, the central equation of the "feminine" and "love," the 
"masculine" and "power" still live on, institutionally reinforced through the expectations 
involved with women and childrearing (and thus, their intimate connection with family) 
and personal life and men's central engagement with economic and social power.xvii 
Because Americans (especially the critical community, "we") are so adept at recognizing 
the individual diversions from hegemonic gender roles, it is difficult to understand the 
current institutional dependence on the assertion of men's power and the subordination of 
women for the continued proliferation of the state and the labor market (i.e. patriarchal 
capitalism). 
Just as individuals are not unpolluted re-presentations of normalized gender, the 
stage is not simply a space for the identical re-creation of normalized social life. The 
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stage is considered, in traditional performance scholarship, as a "mirror" of cultural and 
social organization, relationships, and emotion.xviii However, subscribing to this analysis 
can be seen as subscribing to the imposition of the themes and social structures presented 
in an entertainment. Equating theater with the image of a mirror leads us to believe that 
the 'realism' of modem theatrical entertainer translates into honest, actual-life 
representation. In fact, the mirror is no mirror at all, says Jill Dolan, but "is really an 
empty frame. "xix While Dyer argues that entertainment necessarily produces what it 
understands audiences to desire (therefore designing audience desire), Dolan argues that 
what is presented as a representation is actually a purposeful and consciously constructed 
account of cultural and social presentation according to political, economic, and social 
necessity.xx Looking at this framework and understanding it as a mirror, audience 
members then perceive elements that they attribute to their own identities in order to 
establish the desired connection between the entertainment and the entertained, the 
connection/identification being the most fulfilling aspect of experiencing entertainment. 
If audience members are, then, wrestling to derive meaning from a performance, "there is 
an ideology of perception which in turn affects the ideology of performance. "xxi This is 
recognizing what audiences carry with them into the theater as viewers of a re-
presentation of cultural and social actions, characters, and themes. Interpretation depends 
on the mode of presentation, but also on reception. 
Dolan suggests that scholars with feminist perspective should call into question 
the device of the mirror itself- what is posing as a mirror but the active choice of 
heterosexist narrative with occasional fantastic interludes allowing realistic 
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representation? The modern Western theatrical tradition has grown from the seeds of the 
male, Greek cast playing to mostly male, Greek audience, which subjugates women to 
positions of use-value as is true in a male-economy. Realism, like/as ideology, needs 
subjects, and subjects are always defined and created through gendered terms.xxii It is a 
threat to feminism, says C. Carr, because it portrays itself, as does mimesis, as the truest-
to-form representation. In actuality, this is a wholly problematic claim because realism 
invigorates the notion that everything presented should be naturalized and normalized, 
when the representations are still rooted in the same terms designed within the framework 
of patriarchal ideology .xxiii Therefore, if we continue to call the stage a mirror, we also 
continue to subjugate audiences to the oppressive claims of authority over the 
representation of culture and society at large. 
If we stop, however, then the theater can be a work place where we attempt to 
challenge, extend, deconstruct, or play with dominant cultural models, especially gender 
categories. As a studio space, the stage can be utilized to construct (and reconstruct) non-
gendered identities.xxiv Because it has been shown that the heterosexual narrative is 
neither naturally nor inevitably a dominating presence - that it is a choice that most 
individuals involved in a production do not even see as a choice (hence the hegemonic 
power of dominant ideology)- we can attempt to call performance for what it truly is (a 
biased representation of personally interpreted cultural and social structures) and attempt 
to deconstruct the heterosexualizing narratives so normalized in the entertainment 
industry .xxv 
This new kind of presentation, outside the scope of the heterosexual narrative and 
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normative gender representation, must embrace the idea of queerness. Queerness involves 
debunking the binaries of patriarchal order and embracing a terrifyingly untouched path, 
but should not be misinterpreted as simply referring to non-heterosexuality. "Queer" and 
"gay" are not synonyms- defining one's self as "queer" indicates a purposeful definition 
beyond male and female, where bodies, sexualities, and personalities do not necessarily 
line up. One technique utilized to achieve this progressive vein of new representations is 
the performative style "camp," often associated with extreme femininity and male 
homosexuality. "Camp," however, works well within society because it fails to disrupt 
notions of gender as it is ultimately aligned with humor and illegitimacy- "camp," by 
nature, cannot be taken seriously. 
In musical theater, another point of divergence, suggested by Dyer, is the moment 
that characters move from dialogue (mimesis) to song (metatheatricality). Music can be 
described as "a tonal analogue of emotive life," resembling the natural surges of emotion 
to such an extent that we can easily equate the ebb and flow of music to that of our 
feelings.xxvi Musical theater is based around the contradiction between narrative and 
musical numbers - between the heavily representational and verisimilitudinous and the 
heavily non-representation and "unreal." Music offers a site of fantasy and alternative 
within the narrative structure because of its reliance on non-representational forms of 
communication and emotive qualities.xxvii The metatheatricality of music can be used to 
comment on the musical's own creativity and can be utilized as potential points of 
subversion. This is demonstrated in such musicals as The Mystery of Edwin Drood and 
Urinetown, which include song lyrics that directly address the audience and comment on 
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the dramatic action of the musical (e.g. "You our humble audience/You have come to 
see/People can't pee free!" in the opening number of Urinetown).xxviii Furthermore, the 
lasting element in a musical play is undoubtedly the music. Historically designed as 
popular song, music develops an enduring vibrant position in popular culture as other 
aspects of a musical (dialogue, dance, etc.) lose luster. Determining what is treated 
through dialogue (taken as mimetic representation) and what is treated through music 
(taken as somewhat fantastical), the librettist/lyricist/composer of a musical will 
simultaneously determine the messages he or she creates and the lasting images of gender 
representation prevalent in his or her work. 
Gendered individuals develop and perform theatrical entertainment and gendered 
individuals make up the audience for these performances. Each player in this scenario 
works to communicate meaning from the performance, resulting in the presentation of 
characters and stories or dialogues that must submit to a generalized melee imposing 
internal understandings on interpretive text and display. Terming this kind of dynamic 
representation as reflective ("the mirror") rather than partial or idyllic representation is 
false and oppressive. Performance must be understood as a relationship between intended 
communication and interpretive reception, where the structures of reference are already 
firmly in place. Because those attempting to disrupt the traditional representation of 
gender in performance cannot expect radicalized changed in the interpretive reception of 
performed material (or a self-critical understanding of the influential normative beliefs 
imposed on mass audiences), writers and performers must work very hard to present clear 
and coherent alternatives to expected representation. Traditional tools important in the 
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creation of an artistically successful musical play mixed with an understanding of the 
heterosexist nature of traditional musical narratives, the librettist/lyricist/composer should 
come armed and ready to fight normative gender representation in his or her creation of 
character, situation, and plot. 
Modern Alternative Gender Identities: 
In attempting to create "queer" narratives, one must understand the marginalized 
position and subversive potential of individuals who identify with alternative sexualities. 
From birth, non-heterosexual men and women are aliens in a heterosexual world. 
Marginalized individuals experience alienation in any community in which they are a 
minority -non-heterosexuals are usually a minority even in their own homes. "A black 
kid is usually raised in a black family. A Jewish kid is usually raised in a Jewish family . 
A gay kid is usually raised in a straight family."xxix Furthermore, because of the strict 
standards of acceptable social behavior, alienation due to difference in sexuality is, in our 
society, estrangement from the self. While learning the proper conduct and the acceptable 
modes of sexuality as a male or female member of society, one must estrange oneself 
from any innate personal characteristics that defy those terms of acceptability. Therefore, 
we have substituted our essential relationship to ourselves, which oftentimes does not fit 
into the categories of social perfection, with a highly socialized kinship to the group, 
which superficially maintains norms of acceptability. 
Estrangement from one's self is so pandemic in the West that normalcy is now 
built on the assumption that a person's ultimate relationship is to others - rather than to 
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one's self.lCXx Such relativism leads to the re-presentation of gender and sexuality as 
deriving from the comparison of one's self to others- initially one's parents and 
representations of individuals through the media, then through one's peers during the 
long, socializing (and often traumatizing) experience of education. What we "learn" in 
our relative experiences is what we "know,"lCXxi a concept which guides the understanding 
of our formation of identity on all levels, including our presentation of our individual 
sexuality. Patriarchal oppression positions homosexual men at the bottom of a gender 
hierarchy among men. Gayness, in patriarchal ideology, is the repository of whatever is 
symbolically expelled from hegemonic masculinity, the items ranging from fastidious 
taste in home decoration to receptive anal pleasure. Hence, from the point of view of 
hegemonic masculinity, gayness is easily assimilated to femininity. Hence - in the view 
of some gay theorists - the ferocity of homophobic attacks. xxxii Therefore, more often 
than not, gay males, unless they have consciously decided otherwise, are as patriarchal in 
their thinking about masculinity, and about sexuality, as their heterosexual 
counterparts. xxxiii Their investment in patriarchy is an intensely disordered desire, because 
they are enamored of the very ideology that fosters and promotes homophobia. Sexual 
drive and attraction may be determined biologically, but the ability and willingness to 
express that sexuality is certainly learned through one's socializing experience as true, 
intimate knowledge of the self is generally difficult to achieve in our self-alienating, 
community-standardized society. 
Despite the subjectification of non-heterosexuals to the same gender norms as 
heterosexual men and women, relationships between homosexual men have been 
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recorded to represent a new type of sexual relationship, which does not model itself on 
the power struggle inherent in the heterosexual relationship. The modern model of 
homosexual relationship is neither like the Greek- (in which there is a definitive age 
difference) nor Latin-model (involving the traditional gender roles of heterosexual 
model). It is, instead, a model of general equality (of age, decision-making capability, 
income, social activity, etc.). Whatever the actual practice may be, this model is 
facilitated economically by the rarity with which one partner in a relationship fmancially 
supports one another. Therefore, financial dependency does not usually arise as a basis 
for inequality in a relationship.xxxiv In fact, much research says that men's homosexual 
relationships often resemble very close male friendships.xxxv However, this is not the 
pervasive representation of the homosexual relationship that is portrayed in the media or 
celebrated in pop culture. Represented homosexual relationships, involving individuals 
who have been thoroughly gendered, often maintain the structure of the heterosexual, 
masculine-dominant, feminine-submissive partnership. With the masculine role 
maintaining its "higher value," it is the prerogative of the partner who is more powerful 
member of couple to embody said role.xxxvi 
For lesbians, however, the precise absence of a male allows room for more 
interpretation of the necessity of masculine and feminine roles. In American processes of 
socialization, there is an equalizing idea of allowing women all of the same opportunities 
and freedoms as men - women are no longer restricted in dress, in career choices, in 
choices of toys, etc. (at least in theory- this is not to say that we do not still live in a male 
[or more aptly termed, masculine, as most powerful women in our society must 
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demonstrate "masculine" characteristics] dominated society). 
Teachers of children see gender equality mostly in terms of ensuring that girls get 
to have the same privileges and rights as boys within the existing social structure; 
they do not see it in terms of granting boys the same rights as girls - for instance, 
the right to choose not to engage in aggressive or violent play, the right to play 
with dolls, to play dress up, to wear costumes of either gender, the right to 
h Se xxxvii c 00 . 
Men are not allowed the same gender fusion or blurring because femininity is a "step-
down" from masculinity. For men, or male children, to be attracted to feminine practices 
or anything connected with the female sex (i.e. dress, career choices, social roles, 
demeanor) is to act "gay" or not-wholly man, even if the man is heterosexual and/or 
tough-looking. A woman may still posses her inherent womanliness while pursuing a 
lifestyle that is typically masculine. Therefore, in a lesbian relationship, the power 
struggle between the two partners has a chance to be nullified because there is not the 
necessity for rigid masculine and feminine roles for women in our present socialization 
process. However, typical representations of the lesbian relationship (of which, there are 
VERY few) generally maintain the masculine/feminine binary structure ofthe 
heterosexist relationship (Maureen and Joanne in Rent are the best and most recent 
example of this in Broadway musical theater). 
Americans have been taught to have an uneasy yearning, an inner desire to place 
individuals within understandable framework, so modern media submits its 
representations to gender generalizations. This is why all representations of men and 
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women in popular entertainment seem to be of a certain kind - the traditional masculine 
or feminine roles, the vixen, the girl-next-door, the evil feminine man, etc. In real life, 
men and women are subjected to the same analysis and categorization as in the popular 
media (musical theater included). I agree with Highwater when he argues that: 
heterocentrism vanquishes all alternative possibilities of sexuality. Though the 
psychological differences between heterosexuals and homosexuals are rather few 
-a matter of the object of desire rather than a matter of the quality and 
construction of desire - the unyielding domination of heterocentrism has led 
inevitably to the necessity for homosexuals to invent a cultural context of their 
own - a way of seeing themselves in order to be themselves. xxxviii 
As our heterocentric society allowed space for the representation of non-heterosexuality, 
it only allowed space for a stereotypical representation. "Gay men are in a position to 
adopt, negotiate, or reject a gay identity, a gay commercial scene, and gay sexual and 
social networks, all of which they encounter already formed. ,xxxix Furthermore, it was an 
image created within the context of heterosexuality and, as writer and activist Audre 
Lorde's famous essay title states, "The Master's Tools Will Never Dismantle the Master's 
House."x1 The strict adherence to gender roles still pervades the acceptance of alternative 
sexualities in our culture, especially as represented through the media. 
In recent years, non-heterosexuals (mostly gay men, a few lesbian women, and 
hardly any transgendered, bisexual, or other sexual representations - perhaps termed 
queer) have begun to appear in popular media. Television shows, films, musical theater, 
and magazines all produce images of the modern gay man or lesbian woman for 
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Americans to consume. These are largely (universally?) stereotyped images, however, 
grossly underrepresenting the diversity within these communities. Just as heterosexual 
men and women must learn to identify with the representations of their sexualities, so too 
are non-heterosexuals forced to capitulate to the representations of members of their 
communities. Television offers us a tidy, affluent, asexual gay man in just about every 
show. xli In Rent, gays are exotic but they also submit to heterosexual union of binary 
genders (the masculine dominators- Collins and Joanne- unite with the feminine vixens 
-Angel and Maureen, respectively) even in their homosexual relationships. 
This generalization requires of non-heterosexuals to fit into the narrow confines of 
accepted queerness which ultimate submit to heterosexual narratives. The term queer is 
actually a misrepresentation, then, because of its innate sense of resistance to accepted 
social identity of the homo- or bi-sexual person. "Queer," as Stacy Wolf claims, 
"connotes that bodies, genders, and sexualities don't always line up."xlii It is a political 
and progressive identification method that resists the alignment of oneself with the 
accepted norms of non-heterosexuality. This is an important difference in identification 
because it recognizes that, unless one has access to a person's innermost thoughts and 
desires, it is inaccurate to define a person who has had sexual relationships with men and 
women as lesbian or gay. Such rigid, inaccurate categorization is a vestige of a time of a 
rigid gay/straight binary opposition that was both wrong and stultifying.xliii 
Debunking the necessity of heterosexual union in creative narratives, which 
positions "queer" characters as either masculine of feminine so that they do not disrupt 
the American Dream, creators of entertainment can disrupt the hegemonic representations 
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of gender. Those who are determined to undermine such an oppressive system through 
artistic representation or social action must take into account such ideas as Jung's concept 
of anima/animus: which is the quest to integrate both the feminine and masculine parts of 
the soul in order to achieve "psychic maturity." In my efforts, I have attempted to reject 
the structures and tools generally utilized in the representation of gender in order to 
dismantle such a pervasive system that has socialized me and every other critic of this 
system. Although American musical theater has historically provided audiences with 
subversive representations of gender through song, the form ultimately submits these 
disruptive portrayals to heterosexualizing narratives. Attempting to create a queer 
narrative, then, required an ultimate rejection of the prescribed heterosexual(ized) union. 
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CHAPTER II: 
Gender and The Musical Play 
A Brief History of the American Musical Before 1943: 
Musical theater is rooted in the three, distinct traditions of drama, popular song, 
and dance. However, it was not in its complete form, which draws from and weaves 
together these elements so that they are indistinguishable from each other 
(Gesamtkunstwerk),xliv from its beginnings. Musical theater developed directly from the 
comedic operettas of Gilbert and Sullivan (such as HMS. Pinafore and Pirates of 
Penzance), which stemmed from the successful tradition of French operettas. As 
compared with the traditional opera, comedic operettas center on a pair of lovers who 
struggled through humorous (rather than tragic) barriers to realize their love. Gilbert and 
Sullivan enjoyed great success in their native England and influenced such American 
composers as Rudolf Friml, Irving Berlin, Sigmund Romberg, George Gershwin, Jerome 
Kern, and Noel Coward. These composers developed their craft during the 1920s and 
created some of the most popular and enduring music in American history. 
Although these men continued in the tradition of operetta, they also contributed to 
a new form of entertainment, aptly called "musical comedy", which experienced a great 
deal of success through the 1920s. Whereas the stories in operettas were told only 
through song, musical comedy was initially a fragmented art in which a thin story, 
revealed through dialogue, was abruptly interrupted by a showy dance number or 
comedic song. It was a new venue for the talents of waning popularity from vaudeville 
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mixed with the new sensation of the dancing, singing chorus tied together with an anemic 
ploe1v The music for musical comedies was similar to that in operettas but the composers 
wanted to create a more popular form of entertainment so utilized elements of popular 
music in their compositions. 
Broadway musical theater at this time was a happy-go-lucky entertainment 
medium, which reflected the blithe mainstream attitude toward social issues. The 
quintessential musical of the decade is generally considered to be Good News (1927), a 
musical set on the campus ofTait College.xlvi Good News tells the story of the football 
hero, Tom Marlowe, who proves himself worthy of the affection of co-ed Connie Lane. 
To do this, Marlowe must pass an exam so that he can play in the big game. The original 
score includes songs like, "He's a Ladies Man," "Button Up Your Overcoat," "Girl of the 
Phi Beta Phi," and the beloved "The Best Things In Life Are Free." Other lighthearted 
productions of the decade include No, No, Nanette (1925), Lady Be Good (1924), and Oh, 
Kay! (1926), the latter two with music and lyrics by George and Ira Gershwin, producing 
such enduring standards as, respectively, "Fascinating Rhythm" and "Someone to Watch 
Over Me". As these examples show, Broadway musicals of the roaring twenties had very 
slim plots. Characters were designed from generalized stereotypes (as shown in Connie 
Lane, the attractive, virginal co-ed and Tom Marlowe, the football hero in Good News) 
and emphasis was placed on spectacle - a trait inherited from the very popular Ziegfeld 
Follies- and popular song. In 1927, however, a new type of musical theater emerged 
when Jerome Kern and Oscar Hammerstein II created Show Boat, a dramatic musical that 
th fi G k k xlvii was e rrst true attempt at a esamt unstwer . 
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Show Boat was a musical that dared to dramatize serious social issues from 
miscegenation to compulsive gambling to spousal desertion.xlviii It brought before the 
public for the first time the human and moral concerns that would become the heart of the 
enduring American musical. xlix Quite a contrast from the light comedies of Gilbert and 
Sullivan's comic-operas, the sentimentality of Victor Herbert's operettas, Florenz 
Ziegfeld's showy song and dance experiences, or the Gershwins' dainty, topical musical 
comedies, Show Boat relied heavily on the story of Edna Ferber's epic novel to develop 
the characters, plot, and music of this musical show. Hammerstein skillfully condensed 
the issue driven crises of the novel into the narrower confines of a musical play .1 Show 
Boat was also the first musical to have a mixed raced cast in which African-American 
performers played three-dimensional, sympathetic characters.1i Show Boat marked a new 
generation of musical theater, in which serious (and comedic) literary themes were 
treated on the Broadway stage through dialogue, song, and appropriate dance. As Barry 
Singer annotates in his historical look at musical theater, Ever After: 
Kern imagined a total artwork and based his ideas on Richard Wagner's 
Gesamtkunstwerk- the notion that all arts (music, visual art, poetry, dance) 
should be synthesized in a unified theatrical performance with no one element 
taking precedence over the others. Kern believed that the story was the most 
important element of a musical, and he wanted the story to structure the entire 
(" ' 
show, supported by and developed with songs and dances. 11 
Show Boat was Kern and Hammerstein's first attempt at the tradition that would be set by 
Hammerstein and his future creative partner, Richard Rodgers, in later decades. 
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The 193 Os saw the rise of the musical theater stage as a site of political satire and 
comic escapism from the woes of life during the Depression. Historically, stages are 
filled with great satirical comedies during political, economic, and military difficulties: 
Aristophanes wrote satiric comedies during the Peloponnesian War in ancient Athens; 
Gilbert and Sullivan wrote satiric comic operas when Victorian England social fabric was 
coming apart at the seams. Whereas the Coolidge/Hoover Prosperity ofthe 1920s created 
frilly fluff on Broadway stages, Capitalism's seeming collapse during the Depression 
inspired an increase in left-leaning sentiments, a tendency that led to a spirit of social 
inquiry, commentary, and criticism in many musicals of the Depression years.1iii The most 
famous of these critical productions was The Cradle Will Rock ( 193 7), a Brechtian 
musical allegory of corruption and greed.liv Set in Steeletown, USA, the show is a pro-
union and rabidly anti-management jazz-opera produced with the federal funding of the 
Federal Theater Project of 1935.1v Despite serious objections and blockades coming from 
government agencies due to the critical content of the musical, the show did go up. The 
Cradle Will Rock dramatized very current social issues through the representation of 
stock characters portrayed as evil, heroic, or pitiable. The content of this show was 
perhaps the most radical of the decade, which saw a great deal of popular entertainment 
that was satirical and critical of the present state of things because the general public was 
disenchanted by the current state of politics and (especially) economics. Other musicals 
that clearly demonstrate this kind of reaction to the social era are Kurt Weill's 
Knickerbocker Holiday (1938), the Gershwins' Porgy and Bess (1935), and Rodgers and 
Hart's I'd Rather Be Right (1937). 
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During the 1930s, the nation was temporarily side-tracked from the successful 
pursuit of its prescriptive dreams and the mass American was the unfortunate wounded 
bystander. Broadway satire provided a critique of the policies and society that created and 
sustained the current state of things; however, that critique was still a celebration of the 
innate American ideals and dreams that were topically absent in the 1930s from the social 
sphere. Broadway reinforced the notion of meaningful work, which was hard to find in 
the Depression. It celebrated the heterosexual union as men and women were 
disenchanted with marriage and family because of the economic difficulties they 
experienced. Broadway was reinforcing the American Dream by confronting the 
administration and society that had lost hope in and strayed away from the pursuit of that 
Dream. By the 1940s, the same satirical, celebratory representation of the American life 
and Dream would be commonplace and mainstream. 
Broadway's topical satire died with the 1930s/vi however, as Americans 
determined that international politics and economic strife were more serious than the 
satirical portrayals they were seeing on stage. As John Bush Jones notes in Our Musicals, 
Ourselves: 
WWII knocked most topical satire and social relevance off musical stage ... but if 
ephemeral topicality all but vanished, midway through America's involvement in 
the war a kind of musical emerged that embraced broader social themes and 
reshaped American musical theater for the remainder of the century.1vii 
Jones is referring to the beginning of the Golden Age in American musical theater. In 
1943, Rodgers and Hammerstein produced Oklahoma!, commonly referred to as the first 
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fully "integrated" musical (in terms of the elements of musical theater, not racial 
integration).1viii The creative duo centralized the story, as Hammerstein and Kern 
attempted to do with Show Boat 16 years earlier, and developed music and dance (with 
famous choreographer Agnes De Mille) as derived from the book. Oklahoma! 
implemented a number of new storytelling techniques, including focusing on emotional 
empathy; dealing with characters and situations far removed from the audience by time 
and geography; dealing with American historical and social materials; and its use of 
dance to convey plot and character rather than mere diversion for the audience.1ix Telling 
the love story of Curly and Laurie, a cowboy and a farm-girl, Oklahoma! vividly brought 
to life another world for Broadway theater-goers securely centered on the union of the 
two protagonists. Juxtaposing Laurie and Curly's relationship with that of Ado Annie and 
Will Parker (who maintain an on-again-off-again comic, romantic subplot), the musical 
set up the tradition of the heterosexual union acting as the central tenement in characters' 
realizations of their goals. Since Oklahoma!, it is required of a good musical book to: 
combine the qualities of romance, emotion, lyricism, and comedy; involve dialogue, 
music, and dance; and center around characters who embody archetypal representations 
of gender and engage in the necessary heterosexual union.1x 
The Golden Age and Beyond: 
Oklahoma! was not only the first fully integrated musical, but also the musical 
that defmed the form of musical plays.1xi It acted as somewhat of a prescriptive sketch, 
which Broadway musicals followed closely for the next two decades. The form involves: 
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two acts (the first much longer in which conflict is developed and the second in which the 
conflict is resolved); a central love story dominated by the "boy-meets-girl-loses-girl-
gets-girl-back" paradigm; a subplot (love story); character driven plot; songs and dances 
that are generated in the text and are particularized to character; and the accepted roles 
for and representations of men and women. Rodgers and Harnmerstein closely aligned 
song with the traditional dramatic technique of the Shakespearean soliloquy. Song, as 
they designed it within the framework of the musical play, is not a point at which 
audiences are jolted back into the reality that the musical on stage is a fantasy but, 
instead, acts to reveal character, what the character plans to do, and what he/she is like.1xi i 
Richard Rodgers intended to adapt Green Grow The Lilacs, the 1931 Lynn Riggs 
play on which Oklahoma! is based, with his long-time creative partner Lorenz Hart. One 
wonders how the tradition of musical theater would have differed if Hart had not 
succumbed to a drinking problem and been replaced by Oscar Harnmerstein II. Whereas 
Harnmerstein oppressively instituted the characteristics of the male and female 
protagonists and limited the availability of stage space to alternative representations of 
gender, Hart was a homosexual alcoholic, severely disenchanted with American ideals. 
Hart enjoyed created characters and lyrics that were deep, mysterious, and subversive on 
many levels ("My Funny Valentine"1xiii and "Bewitched, Bothered, Bewildered"1xiv are 
often sung today by homosexual, male artists because of their queer-able nature). The 
legacy of the musical play was created through Rodgers and Hammerstein , however, a 
man who developed characters and lyrics that can only be read exactly as he wanted to 
portray them - the American ideals of femininity and masculinity or their 
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comedic/evil/pitiable counterparts. 
The musical's Golden Age saw the creation of eight Rodgers and Hammerstein 
musicals, as well as other classics commonly known in most American households (My 
Fair Lady, The Music Man, Annie Get Your Gun, Guys and Dolls, etc.). This was a time 
when Broadway stages truly acted as a mirror that reflected cultural and social 
organization.1xv Audiences were looking for affirmation of their personal and national 
values and sought inspirational cues from entertainment that they were paying for. This 
was a time when the American Dream, with its trappings surrounding family and 
meaningful work, was vehemently impressed upon Americans. While Rodgers and 
Hammerstein and their contemporaries were creating a lasting model for the musical 
theater stage, they were integrating the centrality of the American Dream into the form of 
the musical play. 
" It may be fear rather than greed that primarily drives our swelling expectations. 
Fear of not succeeding in the eyes of others. Americans compare themselves to 
coworkers or television characters when they think about what they need. , Ixvi This 
comparative structure of identity creation is sold to the public by the producers of the 
American Dream. Just as material goods are conceived, produced, marketed, and sold, so 
are ideals, dreams, and ways of life. Each of these "products" has been created with the 
intent to sustain, endorse, and idolize patriarchal capitalism and its prescriptive gender 
paths. Through the machines of public relations that work hard to develop individuals' 
habits of buying, voting, choosing, and/or thinking, the American Dream is the subject of 
widespread, if not universal, American consumption. "We in public relations are 
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manipulators of mass man," said Edward Bemays, the founding father of PR. Because of 
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the industry's reliance on "mass man," Rodgers and Harnmerstein began to participate in 
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collaborated to create a musical that debunked the myth of the US as a land of 
opportunity for all.txvii The musical dramatized the negative effects of naive or excessive 
idealism through the passionate representations of racially and economically 
marginalized youth in New York City.txvi ii Although most of the characters in West Side 
Story were strictly gendered (Maria and Tony were modem representations of Juliet and 
Romeo), Anita and Anybodys (a young tomboy doggedly pleading to join a male gang, 
the Jets) were characters who strayed from expected gender norms (sexually powerful 
and actively masculine, respectively). The musical honestly demonstrated the tragic 
affects this diversion held for Anita (her "rape" scene), a minority in race and sex, while 
demonstrating Anybodys' ability to defy gender norms and be rewarded with membership 
in the gang. West Side Story actively revealed the thinly veiled faults of the American 
Dream - that it benefits only very specific members of society. 
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This was an example of how performance art offers a chance to display 
alternatives to dominant paradigm because of its nature as creative work. To be more 
specific, the creators of Broadway musicals have a chance to provide alternatives to the 
stereotypical representations of gender seen over the last 50 years on Broadway stages 
(and then, out of Hollywood and into American homes). In fact, much of Broadway 
musical theater gives audiences a glimpse of alternatively represented characters (think of 
all the strong, powerful women or quiet, feminine men presented at the outset of 
successful musicals). However, musical theater fails to carry this disruptive presentation 
out to the final degree - an industry-wide defeat due to Broadway's reliance on mass 
man. If a Broadway musical represents gender as conflicting with the dominant 
expectations and reigning patriarchal ideology, that conflict is resolved for the benefit of 
audiences and the economic safety of the show. It is typical of a Broadway musical to 
present its love story as a conflict through the first act (the longer, more rich and 
suspenseful act in musical theater) which implies alternative representations of men and 
women who act as barriers to the ultimate union of these same men and women. 
However, the nature of musical theater is to resolve that conflict through the creation of a 
union that heterosexualizes both parties to a point of rendering them helpless to the 
dominating gendered characteristics aligned with their sex. "Proper" gender roles are 
forced upon characters in musical theater so that the plot can move forward and the 
American Dream provided for in the contextual storyline can endure. 
In the case of West Side Story, audiences and critics were wary of such 
progressive themes in popular theater and preferred characters and story-lines that 
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assured them that the American democratic capitalism meant freedom, equality, and 
happiness. This public sentiment is shown in the awards of the era, when The Sound of 
Musictxix won the Tony award for best musical in 1960 instead of Gypsytxx and, earlier, 
The Music Mantxxi won instead of West Side Story and Mary Martin (Maria in The Sound 
of Music) won over Ethel Merman (Rose in Gypsy). Both The Sound of Music and The 
Music Man present stories in which individuals and community are united and all 
conflicts resolved through the central, heterosexual union and the acceptance of music as 
its ultimate emotional representation. Gypsy and West Side Story were the classics and 
presented very real challenges to the dominant ideology, but the Tonys were awarded to 
shows that confirmed the righteousness of the American Dream. Ethel Merman (and her 
loud-mouthed, domineering character, Rose) was a Broadway sensation, but the Tony 
Award went to the female star who embodied the typical American woman- the dainty, 
sweet-faced, soprano, Mary Martin as the virginal character, Maria. 
However, with West Side Story began a new movement in the American musical 
toward the treatment of serious social issues. Rodgers and Harnmerstein and their 
contemporaries had presented socially progressive themes but safely stayed within the 
areas of general social acceptability by treating universal "evils" such as racial prejudice 
(South Pacific - with the love relationship between an American lieutenant and a 
"beautiful island native," Liat)1xxii and domestic violence (Carousel- the male lead, Billy 
Bigelow, beats his wife and then severely regrets it).Ixxiii West Side Story marked the 
beginning of another era of self-critical theater reminiscent of the 1930s. The 60s was a 
decade full of anti-war and social movements in the United States. The president (Lyndon 
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Johnson) was "determined to outdo Roosevelt as a liberal law giver."1xxiv Society was 
conscious of social issues like racial integration, the women's movement, and gay 
liberation; so, musical theater that focused on themes was popular. It was at the end of 
this decade that the Golden Age of musical theater abruptly ended. Hair,1xxv which 
premiered in 1968, was the first of a long line of new kind of musicals -the issue driven 
musical.1xxvi The issue-driven musicals of the late 1960s and early 1970s allowed a social 
or political agenda to share center stage with plot and made this agenda absolutely 
inseparable from the story .1xxvii 
Issue-driven musicals of the 1960s provided creative outlets for social activists. 
This was the decade of Vietnam, Gay-Liberation (Stonewall in 1969), the modern 
Women's Movement (with Betty Friedan's The Feminist Mystique in 1963), and the Civil 
Rights Movement. Broadway stages saw countless treatments of such issues in musicals 
that focused more on social messages than on the form or presentation of a musical play. 
The most lasting example of this kind of musical is Hair, whose book and lyrics were 
written by James Rado and Gerome Ragni and music by Galt MacDermot. Hair follows 
"The Tribe," a group of politically active friends, through their collective struggle with 
the social demands of the times, especially the expectation of the men to serve in the 
Vietnam War. The musical pursued a new kind of structure that strayed from the Rodgers 
and Hammerstein model in that the "issues" rather than characters and plot were of 
central importance. Hair displaced the form for message, creating a completely 
alternative representation of society that was extremely critical of the dominant cultural 
ideology. The musical deals openly with female desire in "White Boys" and "Black 
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Boys," with sex in "Sodomy," and with male denial of social conventions in "Hair" 
(among many other things). The characters include: a bisexual male (Woof); a girl who 
loves one man but is pregnant by another (absent) man (Jeanie); and a black panther 
(Hud). Despite the radically alternative representations of character, Hair did little to alter 
the nature of the musical play- mostly because it is not a musical play. Diverting from 
the Rodgers and Hammerstein tradition, Hair began a new trend in Broadway 
entertainment, forever transforming expectations of the musical by mass audiences. The 
creators of Hair saw no room for subversion within the form of the musical play because 
they, too, subscribed to the belief in the positive force of heterosexual union and the 
ultimate grandeur of the American Dream. As with the satires of the 1930s, issue-driven 
musicals of the 1960s defended the American Dream and the heterosexual union against 
the political and wide-spread cultural digression from belief in and support of that Dream. 
Exhausted from the social fervor of the 1960s, public interest in the United States 
during the 70s turned private. Individuals focused less on social activism and more on 
activities for one's own pleasure. The decade is termed the "Me Decade" and musicals of 
the era correlated quite directly with public sentiment.1xxviii If issue-driven musicals were 
popular in the later 1960s, introspective and self-defining musicals saw great success on 
Broadway stages in the 1970s. This began with Company, the "concept" musical of 
Stephen Sondheim (book by George Furth) which dramatized the life of a man unable to 
fully commit to a steady relationship.1xxix Eliminating, altogether, the chronological story-
line and general form of past musical plays, Company still developed wholly from the 
story and characters. Most musicals of this era began to disperse even further from the 
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traditional form of musical plays, no longer focusing on a central love story, no longer 
involving a comedic subplot, no longer deriving all aspects of a musical from the book. It 
is a common notion, however, that Stephen Sondheim is the only contemporary musical 
creator continuing in the tradition of Rodgers and Hammerstein (he was, in fact, 
Hammerstein's protege). Company was Sondheim's first attempt at tampering with the 
form of the musical play, while staying true to the dramatic necessities of the art. 
Although Sondheim is an exemplary model for manipulating the form of the musical so 
that the presentation of heterosexual union is not necessary (as in Company), his 
characters and musical plays still subscribe to dominant gender representations and the 
trappings of the American Dream. In Company, Robert (the protagonist) is not united 
with a woman at the end, but is shown to be incomplete because of that failure. 
During the 1980s, production values for musicals skyrocketed as highly produced 
shows (mostly imported from England) dominated American stages. Subject matters 
turned extremely serious and dark while music became quasi-operatic. This was the era 
of Miss Saigon, Les Miserables, Phantom of the Opera, and Cats, often aligned with 
producer Cameron Mackintosh, in which story took second seat to amazing, mega-
musical type visual displays (a helicopter landing on stage in Miss Saigon/xxx giant cat 
puppets in Cats,1xxxi etc.). The spectacle associated with quasi-operatic Cameron 
Mackintosh mega-musicals of the 1980s split in two: the Disney spectacle (Beauty and 
the Beast, The Lion King), and the visually spectacular Rent and Chicago style musicals. 
These large productions of the 1980s and 1990s flourished because of their mass, tourist 
appeal and, combining demand with gigantic production prices to maintain spectacle 
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status, tickets prices became severely inflated. 
To compete with the audience draw of highly produced musical theater, 
Broadway producers relied on what I call "sure-thing economics" - invest in a musical 
that is sure to garner a large enough audience so that your investment will not be lost. 
This led to the recent Broadway craze of revivals, large productions, and remakes of 
classics in other genres of popular entertainment (Mary Poppins, Mamma Mia! [based on 
the music of ABBA], The Color Purple, etc.). With very few exceptions, producers can 
no longer risk such endeavors as "the original musical" for economic reasons. Broadway 
is no longer a place for creative material that discusses social themes and challenges 
political or social mores, like during the 1930s or the 1960s. It is not host to the 
Americana musicals of the 1940s and 1950s which reflected a general American way of 
life. Instead, it has reverted to the fragmented stage of the 1920s, hosting a melee of 
material, from big bang musicals to star-powered shows to gimmicky comedies (such as 
the use of puppets in Avenue Q).Ixxxii 
However, the male and female characters developed in previous eras of musical 
theater occupy the same space in these diverse settings. Despite the decline of Rodgers 
and Harnmerstein's well developed musical form, their influence on character has lasted. 
The representation of gender in musical theater has remained as stringent in our modem 
times as in South Pacific or Carousel, two classics on the gender-repressive 1950s. Just 
as Rodgers and Harnmerstein allowed characters to diverge from socially acceptable 
gender norms during the first act of their shows to build conflict, contemporary musical 
theater writers provide alternatives to the dominant representations of gender on 
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American stages during the first acts of their shows. Continuing the parallel, 
contemporary librettists also resolve the rising conflicts stemming from alternative 
character development by 'normalizing' these characters and subduing them through love, 
death, and/or comedic embarrassment in the second act. 
So much has happened to American music, and the theater since the 1940s and 
1950s: accelerated pace in modern living, redefinition of roles and models in human 
relationships, radical change in audience mood and morality, spectacular inflation in 
Broadway economics, a growing chasm between the popular song and the show song, 
and the emergence of the creative artists who demonstrated alternative theories and 
approaches to a stage-worthy musical.1xxxiii But, the reigning philosophy of patriarchal 
capitalism still determines the allotment of space and time (as well as the kind of space 
and time) for alternatives to accepted and historically traditional gender representations. 
In the analysis of American musical theater's treatment of gender, it is important 
to look at the lasting model for current and future librettos. Rodgers and Harnmerstein are 
unequivocally the fathers of the American musical. In analyzing their stage 
representations of gender, however, it is appropriate to separate them into the librettist 
and the composer for two reasons: everything in the musicals of the Rodgers and 
Harnmerstein tradition (plot, music, dance, costume, lighting, etc.) stems from and 
pertains to the libretto; and, the music is a point of possible conflict within the rigid 
confines of the libretto's structurally defining and character-developing momentum. This 
development of character, then, is ultimately the lasting influential, important aspect of 
the Rodgers and Harnmerstein tradition. Create a character and a show should write itself. 
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Future creators of American musical theater did not, however, begin to create completely 
new characters as one might suppose. Instead, musical theater has, with few exceptions, 
continually followed in the conflict-resolution path created by Harnmerstein. If characters 
stray from accepted gender norms (as has happened more often and more intensely 
through time), they are always reigned into tolerable representations through reformative 
heterosexual union or delegitimizing fates. The pursuit of the American Dream is 
prevalent throughout alternative forms and presentations of gender in Broadway musical 
theater, as demonstrated in the pervasive second act, heterosexualizing denouement. 
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Chapter III: 
The Historical Representation of Gender 
in Musical Theater 
Introduction: 
The character spectrum in musicals is and always has been a narrow one. Part of 
this is due to time-space limitations and acoustical hindrance to understanding. All of the 
characters in musicals are simple, as recognizable and definable on being seen as on 
being heard or commented on by others. This was as true in the shows of Herbert, 
Romberg, Friml as in those ofRodgers, Loewe, Schwartz, Styne, Rome, Bernstein, and 
Sondheim. lloodv Throughout his tenure, Hammerstein did little to stray from his original 
portrayals of women and men on stage. Any representation of a man or woman that 
strayed from the accepted social norms was to be suppressed through heterosexual union 
or presented as a comic, evil, or delegitimized character in a musical play. Often, there 
was need for a clown, so an African- or Asian-American (Bloody Mary in South Pacific), 
an effeminate white man (Max Detweiler in The Sound of Music) , or a crude, over-
sexualized, sometimes obese woman (Ado Annie in Oklahoma!) was employed. Unless a 
character fell into the stereotyped category of male/female lead or ingenue, they were/are 
resigned to subplots, antagonist roles, and comic relief within American musical theater. 
The musical grew and was popular during the post-World War II era- a period 
when many women who worked outside the home during the war returned to 
homemaking after men reclaimed their jobs; when homosexuals were both pathologized 
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and criminalized; and when the image of the white, middle-class, nuclear family in the 
suburbs represented America "at its best." Popular culture and theater, of which musicals 
were a part, perpetuated the status quo, reflected everyday realities, and offered new if 
often contradictory possibilities for gender and sexual identities and relations. However, 
for women these "new" and contradictory representations in the media were firmly 
situated within the confines of the either/or context of patriarchal capitalism. Accepted 
and popular visions of women were either sexual temptresses (Marilyn Monroe), girls-
next-door (Doris Day), or virginal martyrs (June Allyson). 
American musical theater began to emerge as a form of entertainment in which 
female characters could exercise power and agency. While many musicals did feature the 
ingenue/girl-next-door in the soprano romantic lead, such as Laurey in Oklahoma! and 
Julie in Carousel, and a few musicals offer temptresses, such as Lola in Damn Yankees 
(1958), just as many contained strong, dominating women like Anna in The King and I 
(1951), Auntie Marne in Marne (1966), and Dolly Levi in Hello, Dolly! (1964). Even 
women coupled with men emerge as powerful and singular were generally the stars, if 
not the main focus, of the shows.Ixxxv However, "musicals of the era reflected the 
dominant values ofthe culture: conservative, sexist, and homophobic."Ixxxvi Rodgers and 
Harnmerstein, the arbiters of the musical's content and form, fully integrated these values 
into their creations. They designed the musical play so that the only path to the expected 
and desired resolution was formed through an eventual heterosexual union that brought 
together the leading male and female characters as well as their surrounding community 
"as woman submits to man, nature to culture, passion to reason, body to mind. , Ixxxvii If 
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female characters were presented as possibly subversive and progressive, they were 
ultimately tamed by heterosexual union. 
The Heterosexual Union: 
With Rodgers and Hammerstein began the binary structure of most musicals: two 
characters of the opposite sex, who differ temperamentally and musically, meet early in 
the musical. As soon as the principals are introduced, simultaneously a schism arises 
between them, while the audience is made to want to see it removed or resolved. Before 
the end, they are united and coupled together, singing a duet, often in % time - the meter 
of the waltz, the dance of romance - which signifies their attachment. In other words, 
celebration of heterosexuality is the raison d'etre of the musical. Hammerstein began with 
this vision of the natural battle of the sexes in which reckless, immature men conflict 
against, and end up falling in love with resistant women.1xxxviii He assumed that women 
naturally see that their primary function is to love a man but that the man has to earn that 
love (the lauded "boy-meets-girl-loses-girl-wins-girl-back" paradigm). The suspense in 
Hammerstein's books is built upon what will happen to the male protagonist, the result of 
which usually leading to awarding him (the protagonist) with his female prize.1xxxix He 
first embodied this vision in Show Boat, in which all the marriages embody this kind of 
relationship. Like most of Hammerstein's work, Show Boat represents the most rigid 
example of the heterosexist fantasy that became the center of the serious musical.xc 
Rodgers and Hammerstein continued this union of immature man and woman 
with Oklahoma!, Carousel, South Pacific, and the rest of the musicals the duo created.xci 
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Each of these shows presents a male character who meets a woman, sweeps her off her 
feet, but then loses her because of his own faults. Curly lets another man ask Laurie to the 
barn-raising (Oklahoma/). Billy resorts to crime when he finds he can't provide for Julie 
through traditional work (Carousel). Lieutenant Cable says he can't marry Liat because 
she is Polynesian and an interracial marriage is out of the question (South Pacific) . This 
trend, which often leaves the woman in love without a man because of his faults (Billy 
and Cable both die) continues through the tenure of Rodgers and Hammerstein. With this 
creation came the everlasting focus of musical theater. With Rodgers and Hammerstein's 
success in the 1940s and 1950s and their infamous nature as the authority on the form and 
content of American musical theater, the centrality of heterosexual (and heterosexist) 
romance to the musical became secure. 
Despite changing form, story, and/or nature of the central romantic pair (love 
between two men, a man and woman of different races, or [very unlikely] between two 
women),xcii musical theater continues to guide itself around romance and, more 
specifically, the central heterosexual relationship. "Musicals [ ... ] are unself-consciously 
heterosexual in their orientation and heterosexualizing in their narrative," says Stacy 
Wolf. "In their song-by-song accounts of people falling in love, musicals overwrite 
heterosexual presumption with lyricism. We hum heterosexuality on our way out the 
theater's doors. "xciii In Damn Yankees, Joe leaves his loyal, traditional wife (who he loves 
dearly) for the life of a young man (and the love of a young woman). He soon realizes his 
mistake and reverts to his old life.xciv In Sweet Charity (1966), Charity Hope Valentine 
and Oscar get together and are in love, but Oscar fails to go through with the marriage 
-50-
because of Hope's scandalous pasecv InA Chorus Line (1976), Cassie and Zack were a 
couple but she left him because he was too devoted to his work.xcvi In La Cage Aux Foiles 
(1984), Albin and Georges (the former the feminine partner and the latter the masculine 
partner in the central homosexual relationship) temporarily split up because of Georges's 
insensitivity.xcvii Georges and Albin clearly recreate the heterosexual union in a 
homosexual relationship. In Rent ( 1996), Rodger leaves Mimi because he cannot cope 
with her drug addiction but eventually returns because of the force of his love for her.xcviii 
And in The Drowsy Chaperone (2006), Robert and Janet separate during their wedding 
party because he, blindfolded kisses Janet while she poses as a French woman (she 
equates this to infidelity). Robert indeed believed he kissed another woman, but he and 
Janet make up in time for their wedding.xcix This list includes a traditional musical, a 
theme-based musical, a gay musical, a rock musical (rock opera), and a musical spoof 
spanning five decades! The integral heterosexual relationship has endured as the defining 
element of musical theater plot and remains at the core of all modern musicals. 
Men: 
As discussed above, men have strict guidelines if they are to represent the 
principal male in a musical involved in the heterosexual union that is central to the 
American musical. The identifiable male character in a musical must live up to the ideals 
of masculinity in order to complete the heterosexual union. If a male character represents 
an alternative to this ideal, he is subjected to the role of comic, evil antagonist, or 
(sexualized) chorus boy.c To my knowledge, there is not a central male figure in any 
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musical that does not either immediately represent idealized masculinity or submit to this 
ideal in order to induce the expected resolution. 
To exemplify this ideal, we can look at many different musical plays throughout 
Broadway's history. Sky and Nathan (Guys and Dolls) represent the male folk heroes of 
"the gangster. ,ci If these men stray at all from the accepted gender norms, they are 
effectively matched with their feminine counterparts and eventually united with them in 
actual marriage to support their masculinity. In true masculine form, Nathan sneezes as 
he says his marriage vows- psychosomatic symptoms of the problematic effects of 
heterosexual union for masculine individuals.cii Nathan and Sky represent the basic tropes 
of the Western male society, which is completed and civilized through feminine 
contribution without having to change their innate nature.ciii Harold Hill in The Music 
Man is another example of the suave con-man (Nathan) who is eventually civilized and 
completed through heterosexual union. Hill wields his power over an entire town through 
his captive masculinity that is trustworthy, exciting, and searching for completion in 
heterosexual union (if not romantic then certainly sexual). Curly in Oklahoma! represents 
the ultimate ideal of masculinity in his pursuit of the coy Laurie. He is attractive, 
honorable, strong, well-liked in his community, and unable to speak his true feelings (as 
designed by the avoidance of any emotional revelation which opposes the feminine 
declaration of as much emotion as possible). To maintain his masculinity, Curly even 
allows another man to "move into his (sexual) territory" when he does not object to 
Laurie attending the town-auction with Judd. Redeeming himself in the end, Curly saves 
his love from the devilish sexuality of Judd and completes his masculinity through his 
-52-
marriage to Laurie. 
Sometimes, masculinity is not ideal in the central male character of a musical, but 
his character is forced to go through a change that develops his entire masculinity. Herbie 
in Gypsy is feminized throughout the entire show by submitting to the will of Rose as she 
pursues her own dreams. civ However, once she states that she will marry him (complete 
his masculinity through heterosexual union) he develops a new type of protective 
masculinity and begins to fulfill his role as ideal male. In fact, Herbie demonstrates his 
innate desire to fulfill the ideal manly role by apologizing for Rose's behavior, for 
subverting Rose's control by secretively giving allowances to Rose's daughters and the 
other members of Rose's stage act. Finally, realizing that the only way to fulfill the ideals 
of masculinity, which involve the eventual submission of feminine to masculine through 
heterosexual union, Herbie leaves Rose to find a wife - something which she will never 
be. Nick Arnstein comes to a similar type of realization in Funny Girl.cv Nick is not the 
bread winner in his relationship with Fanny Brice, who is a very popular, famous stage 
star. Nick accepts this kind of union in which he feels feminized for only so long. His 
good looks, debonair attitude, and sexual/romantic power over Fanny are not enough 
ingredients to fulfill the ideal type of masculinity - he must also be successful in career 
and provisions. Nick cannot allow himself to live out life in a feminized role within his 
heterosexual union so he first resorts to crime and then concludes that he must leave his 
wife to save his masculine pride. 
If a man does not eventually submit to this heterosexist fantasy, he is resigned to 
other roles within the show. It is often that a feminized man is integrated into a show for 
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comic effect. This is true of Max Detweiler in The Sound of Music (who then transforms 
into an evil role), Albin in La Cage Aux Folies, Victor and Bobby in Cabaret (1966), 
Nicky in Avenue Q, Wilbur Turnblat in Hairspray (1988), and countless others. The 
chorus boys (gypsies) can effectively represent both masculine and feminine 
characteristics because they are usually the only sexualized characters within a show. 
Because of that factor, gypsies naturally diverge from the gender norms of masculinity. 
Look at the male chorus in any show and you will find representations of sexuality and 
even femininity (good examples are such shows as South Pacific, West Side Story, and 
the musical film, Seven Brides For Seven Brothers [1954]). As soon as a male member of 
the chorus rises into a leading role, however, (A Chorus Line is the perfect example) he 
must submit to normative gender roles or suffer the consequences of laughter or (worse) 
death (if not literal, then certainly metaphorical). 
Leading male roles in the musical are subject to the gradual fulfillment of ideal 
gender roles because of the necessary centrality of the heterosexual union. If a character 
is not fully masculine to begin with, he must be submitted to a series of masculinizing 
events and changes in order to fill the masculine half of the heterosexual union. If a male 
character fails to do this, he will become (or continue to be) the subject of ridicule (Max 
Bialystock in The Producers [200 1 ]), maintain his "inferior" place in subplot (Wilbur in 
Hairspray), be expunged from the plot (Paul in A Chorus Line), or die (Joe in Sunset 
Boulevard [1993]). 
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Women: 
Contrastingly, many argue that American musicals offer alternative 
representations of womanhood from other popular forms of media. "The wonder of the 
musical," says Stacy Wolf, "is its ability to do double duty- to promote conservative 
clues and to provide empowering representations of women, sometimes 
simultaneously."cvi Wolf argues that "the Broadway musical is the one performance form 
that features women as neither passive object of desire nor subject ofvilification."cvii 
Although Broadway musicals often do present female characters who defy gender norms 
(the tough or sexualized women of the Harnmerstein era or the non-traditionally beautiful 
women of the 60s, 70s, and 80s), by the final curtain these women have been restrained, 
compromised, or the conflict they create resolved through their marriage (if not literal 
then figurative) to the male lead. 
The strong, charismatic female lead in the musical is placed within the confines of 
a heterosexualizing narrative, which severely limits her. Stacy Wolf argues that this 
contradiction is resolved through the musical's own structure,cviii because the first act of a 
musical (the majority of a musical's narrative) is generally devoted to the sustained 
presence of such a woman. However, it is precisely the eventual decline of this female 
character as she submits to heterosexual union and, therefore, subdues her errant 
femininity that neutralizes any radicalizing possibility of the typical Broadway musical. 
Whereas Wolf understands this inevitable compliance with gender norms as the musical's 
regrettable adherence to societal expectations, I understand it as the major endorsement 
by the musical of proper gender norms and the romantic fulfillment of the American 
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Dream. It is a creative choice of the musical to position heterosexual love and the 
American Dream as positive, ameliorating forces and disallows subversive 
representations of gender for gaining possible legitimacy. Positioning female characters, 
fust, as conflicting with ideal gender types and, later, as harmoniously complying with 
these same ideals is to seal the fate for all women with possibly alternative approaches to 
femininity. It is precisely because of the point of adherence to the patriarchal order in 
musical theater - as a site for resolution; the denouement - that musical theater 
traditionally undermines any female access to agency. 
There are the obvious examples of such a conflict-resolution story-line as 
described above, where woman resists man by pursuing her own desires and independent 
agency only to be swooned into heterosexual submission. Laurie in Oklahoma! coyly 
resists Curly in order to deepen his desire for her, only to be caught in a violent love 
triangle from which the strong, masculine Curly must save her - proving his love. She is 
trapped into marriage with Curly which will disavow her of any future disengagement 
from the trappings of femininity. Maria in The Sound of Music leaves the abbey so that 
she can pursue a more meaningful life in which she explores the many emotional 
territories of music. Maria denies outside influence over her own treatment ofthe Von 
Trapp children by pursuing her own path as governess. However, when she submits to the 
love of Captain Von Trapp, she enters co-leadership position where she will play first 
mate to the Captain rather than following her own design. The central problem in Guys 
and Dolls, says Knapp, is precisely the conflict between "guys" and "dolls."cix The two 
central women in the show, Sarah and Adelaide (appropriately representing the stock 
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polarizing binary understanding of femininity as virginal or whorish, respectively) 
represent effective conflicts with the pervading force of masculinity in the show. Sarah 
represents the feminizing influence of religion and societal responsibility in her 
relationship with Sky Masterson and with all of the gangsters. Adelaide is the naively 
sexualized romantic interest ofNathan who continually fails to fulfill her request of 
marriage (which would legitimize her as a respectable woman). She feminizes through 
the castrating notion of marriage, proposing the deprivation of masculine bachelorhood to 
Nathan. Both Sarah and Adelaide are women of strong character and conviction, 
unyielding and powerful in their relationships with men. Adelaide has control over her 
sexuality and, in fact, uses it for economic benefit as a featured performer in a night club. 
Sarah controls her own religious conversion station in New York City from which she 
prepares demonstrations denouncing the social irresponsibility of gambling and social 
deviance (very much represented by the gambling men central to the plot) . However, 
through love, Sarah is paired with a gambler and Adelaide with a man who fails to 
commit and fulfill his half of a relationship (emotionally). Though they originally 
embody the extreme poles of perceived femininity (religious rigidity and sexual 
objectification), Sarah and Adelaide are slowly brought toward the center of this 
spectrum through their gradual unions with Sky and Nathan, ex who show no signs of 
change. These unions are expected to be successful as Sarah and Adelaide have submitted 
to the nature of heterosexuality which allows men the power to live according to their 
own principles and garner a woman's love through masculine fulfillment.cxi Originally 
presented as women in control of their own destinies, female characters in musical 
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theater, submitted to the reformative force of (unfounded) love, are forced into 
submission through heterosexual union. All previously deviant and radical representation 
of these women is dulled by their imminent and unfortunate fall from greatness into the 
arms of a man. 
There are some lead female roles that do not fit into this framework either by 
resisting or being denied the eventual heterosexual union and/or the trappings of idealized 
femininity . Usually, this female character is demonstrated as a failure because ofthis 
resistance and is pitied or demonized. The greatest and most tragic example is Mamma 
Rose in Arthur Laurents and Stephen Sondheim's Gypsy. One of the most well developed 
characters in musical theater, Mamma Rose approaches the kind of deterministic and 
fatal unruliness of Blache DuBois in Tennessee Williams's A Streetcar Named Desire. cxii 
Throughout the entire musical, Rose dominates the plot and the fates of all other 
characters as the ultimate stage mother of two young women. Rose attracts the affection 
of a feminized man, Herbie, who submits to her dominance by appreciating her 
placement as "a pioneer woman without a frontier."cxiii A truer modifier could not have 
been attributed to her - Rose is a pioneering character in musical theater: she never 
submits to her children; she never is subdued by male power in showbusiness; she never 
lets down in her relationship with Herbie. However, by not controlling her outlandish 
femininity, Rose becomes branded with the disruptive identification associated with such 
pop cultures icons as Roseanne Arnold and Miss Piggy - characters who embody 
Kathleen Rowe's description of the unruly woman.cxiv She is defined by her unruliness to 
the point of ridicule as other characters continually and progressively attempt to control 
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her. Herbie apologizes for her behavior on multiple occasions and only stays with her as 
she promises him marriage (and thus eventual compliance with expected gender norms). 
Rose's daughters, Louise and June, secretly plead for their mother to be married and thus 
settled so that she'll be sufficiently contained by heterosexual union and will no longer 
enforce her own ideals over her daughters. When Rose eventually gives up her possible 
marriage with Herbie for a chance at success in "showbiz" for her daughter, Louise, she 
realizes a life-long goal but is penalized for it. Although I read Rose's decision as 
representing strength and agency, she is depicted as deranged and outrageous (pushing 
her daughter into burlesque in order to achieve some semblance of success). Because 
Rose chooses the fulfillment of her own dreams over heterosexual union, she ends up 
alone- she is even pushed to the outskirts of her daughter's life in the last scene. Other 
female characters, who reject heterosexual union and pursue their own dreams, are also 
fated to a life of deranged outrageousness and loneliness. cxv 
The main character in a musical is usually a woman who needs to be taught a 
lesson, usually by a man.cxvi Fanny Brice must learn to help a little more than love her 
husband in Funny Girl. Mimi must learn to let Rodger help her with her drug addiction in 
Rent. Eliza must learn her submissive role in her relationship with Higgins in My Fair 
Lady.cxvii Her eventual union with her teacher, bearing the voice of the patriarchal father, 
resolves the plot and the conflicts that arose during her independence. However, as 
demonstrated above, if she fails to succumb to this heterosexual union, the female lead is 
pulled into the recesses of representation. If, however, the character of errant femininity 
is not the female lead but a supporting character (not the ingenue, as her role is derived 
-59-
from the story's need for a young, heterosexual couple), she may be represented 
(paralleling men who occupy roles of failed masculinity) as comical, evil, or pitiable. 
Mrs. Shinn in The Music Man adds comedy to the plot through her dominance over her 
husband, the mayor. Lola is the evil, sexual threat in Damn Yankees who is allowed a star 
turn but does not succeed in disrupting Joe's union with his wife (entirely because, in fact, 
she too falls in love with Joe and vows not to do him harm). Princess Puffer in The 
Mystery of Edwin Drood contributes to comedy throughout the show but is never allowed 
to rise from her lowly position in society as keeper of an opium den.cxviii The tom-boy 
Eponine in Les Miserables who longs for Marius throughout the show, submits herself to 
the pain of helping Marius to meet Cosette, with whom he has fallen in love.cxix None of 
these women are feminine ideals (neither beautiful, sexual objects nor pious, respectable 
future-wives) and suffer the oppressive consequences of maintaining their personalities as 
such. American musical theater has consistently portrayed women as possible sources of 
conflict against dominant social expectations, reinforcing the need to impose upon these 
women the intense behavioral adjustment techniques exemplified in the above (and 
many/most other) Broadway musicals. If musicals present alternatives to normative 
femininity, it is only for the purpose of recognition and expulsion of such digressions 
from acceptability. 
Gay Theater: 
Musicals are striking in their dependence on women as performers and their 
frequent placement of a woman as the strong, active center of the show ... and while 
- 60-
women spectators can fmd a strong figure in an actor and character of their own gender, 
gay male audience members are forced to identify with the leading character across 
gender.cxx Pegged as being Broadway's niche market, gay men are stereotyped as lovers 
of musical theater. Although it is a gross generalization to say that all gay men love 
musicals, Broadway's audience does have a large gay contingent. Jonathan Clum states 
that the "diva," the outspoken female, preeminent in the musical, is a character whose 
over-the-top rendition of femininity is familiar to gay men.cxxi As discussed above, the 
availability of identifiable male characters on the Broadway stage is extremely limited for 
gay male audience members. Male characters in Broadway musical theater were 
designed, first by Hammerstein, to represent the men needed for the backbone of a strong 
nation. Heroes of musical theater have to be the epitome of the idealized American man 
so that every audience member and character in the show can legitimately fall for him. 
The most important characteristic of this male lead is that he thoroughly conquer 
(through love) the female lead. Gay males, if they are to sexually identify with any 
character in a musical, then, must identify with the diva. 
In addition, Broadway musicals have maintained the structures and characteristics 
of the heterosexual narrative to tell gay stories. 
Broadway's version of a gay musical is always problematic - foregrounding a 
comforting, stereotypical version of gayness for the bus-and-tunnel crowd. 
Looking at gay musicals of the late 90s ... gay people are committed to fighting 
opposition and living out their domestic arrangements with integrity and love, but 
basically are pretty bland and a bit confused, proclaiming difference and sameness 
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simultaneously. cxxii 
There are few major Broadway musicals that directly treat homosexual relationships 
between men. Fewer still centralize this relationship. Falsettos, the James Lapine and 
William Finn musical about Marvin, his new male love interest, his ex-wife, and their 
son. Marvin divorces his wife and pursues a heterosexual relationship with another man 
through maintaining his investment in strict gender roles.cxxiii Marvin treats Whizzer just 
as he treated his ex-wife, Trina, and struggles with his egocentricity as Whizzer slowly 
succumbs to AIDS. Trina unites in renewed heterosexual union with Marvin's 
psychologist (who has been a respectable and kind masculine force in the show) and 
Marvin learns to live as a full man. "For Finn, the dynamics of individual personalities, 
regardless of gender, make relationships viable or not."cxxiv Obviously, Finn assumes that 
for two personalities to work in a relationship, they need to represent complementary 
opposites - Marvin and Whizzer must subscribe to the binary gender system despite their 
innately radical homosexual union. 
La Cage Aux Folies presents another feminine/masculine couple in homosexual 
form. Georges (masculine dominator in relationship) and Albin (feminine, typical 
characteristics of the unruly woman) are middle-aged and non-threatening, especially 
because for most of the show Albin is in drag, posing as the ideal feminine woman. This 
unbalanced portrayal of gender suggested the same type of stereotypical representation of 
homosexual relationships as Falsettos, namely that the feminine and masculine roles 
must be present and fulfilled for any romantic and sexual relationship to work. As long as 
two individuals submit to the gender structures of patriarchy, relationships can be 
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acceptable between any sexes. It is when we cross these gender boundaries that audiences 
become uneasy and stage representations become weak. 
Furthermore, when a male character does represent non-masculine homosexuality 
expressed through flamboyance, camp, or drag, he is destined to comedic depression, 
expulsion, or death. Molina in Kiss of the Spider Woman fails to comply with normative 
masculinity and escapes his present dismal situation (in a jail) through fantasy.cxxv Once 
he confesses his love for his heterosexual cell mate, Valentin, after their sexual 
encounter, Molina is almost immediately shot. Angel, the buoyant drag-queen in Rent, is 
paired with the extreme example of masculinity, Collins. Almost always dressed in drag, 
Angel and Collins make a fine heterosexual pair until Angel, no longer in feminine dress, 
surrenders to AIDS. Paul is the only character in A Chorus Line who we are meant to pity 
-mostly because he is gay.cxxvi Although there are other gay characters in the show, they 
are subjected to comic representation. Paul, the most talented dancer, is faulted by his 
gayness to an extent that he sobs when he tells his life story (he spent a good deal of time 
as a drag performer). Paul is physically too weak to complete the audition because of his 
failed masculinity - he gets injured and must be rushed to the hospital, most likely ending 
his dancing career. His injury is A Chorus Line's substitute for death, which would not be 
appropriate to the show. There are numerous other examples of this demise of the 
feminized, gay male character in musical theater, as well as the feminized comedian. 
Traditionally, homosexual male characters are represented on the Broadway stage 
somehow within one of these four categories: 
1. Be completely compliant with the ideals of masculinity and thus reveal little hint 
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of his homosexuality (Mikey in The Ballad of Little Mikey [1994]); 
2. Be a slightly or extremely feminized character but be united in a heterosexual 
union with another man who is his masculine counterpart (Charles and Edward in 
Dance A Little Closer [1983]); 
3. Maintain a high degree of femininity and use it as a source of comedy (Roger 
DeBris and Carmen Ghia in The Producers); or, 
4. Reveal homosexual longing or maintain a high degree of femininity and die -
usually from AIDS -(Mister Barrell in Urinetown, who is killed by the rabble 
poor directly after confessing his love for Officer Lockstock). 
There is the possible fifth representation as Chorus Boy, which is not a full character 
portrayal. While the chorus boy (or "gypsy" as they are called in the trade) does pose a 
possible site for alternative sexuality and gender representation, he is voiceless and a 
member of a generalized mass. The chorus is molded within the vision of the directors of 
any musical (meaning dramatic, musical, and/or choreographic) and thus are extensions 
of those individuals' visions. American musical theater has progressed in its availability 
to the representation of homosexuality in general, but the fates of these characters, much 
like those of any female character of errant femininity or male character of failed 
masculinity, are finite and fixed- submission and change, comedic fatality, or death. 
Agency is effectively denied these characters and, if they choose to reject all of these 
possibilities, they end up delegitimized, criminalized, and/or pitied. 
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Chapter IV: 
Development of an Original Musical: 
The Consideration ofF orm 
Writing a musical requires many tiers of creative energy. There are three elements 
to the musical - the book, the lyrics, and the music - that must exists before the elements 
of stage production can come into play (choreography, set design, costumes, etc.). 
Wanting to write an original musical, I relied on no existing material for characters, plot, 
or music, but rather wanted to create fresh material with an independent mark. However, 
having no formal education in the writing of dramatic works (other than a screen writing 
class that I took while enrolled in Boston University's Los Angeles Film and Television 
Internship Program), I independently researched the elements of the American musical 
play and sought inspiration from those librettists and musical composers whose work I 
admire as a fan of musical theater. Two books were especially helpful in laying out the 
traditional form of the musical as begun by Rodgers and Hammerstein: The Musical: A 
Look at the American Musical Theater by Richard Kislan and Words With Music: 
Creating the Broadway Musical Libretto by Lehman Engel.cxxvii 
Because I am in favor of creating a lasting work of dramatic art, I knew that the 
Rodgers and Hammerstein tradition, which greatly influenced Stephen Sondheim's 
creative development and is regarded as the most lasting form of musical theater work in 
history, was the path I wanted to follow. Both Kislan and Engel designed their 
proscriptive analyses of the musical play around the Rodgers and Hammerstein model, 
- 65-
with great influence coming from traditional dramatic work dating as far back as 
Aristophanes in the fifth century. Despite, as already discussed, the tradition's focus on 
heterosexual romance and the inherent dependency of the form on the binary gender 
structures of American society, I hypothesized that my own work could utilize many of 
the techniques of the form while undermining the ideological theory of the American 
Dream. I would take the most skeletal outline from that tradition and apply, from my 
feminist and modem point of view, experimental alternatives in terms of story and 
character. What follows are the major influences I took from the Rodgers and 
Harnmerstein tradition (as implied in their work and documented in different modem 
analytical sources) in terms of considering a piece of dramatic art, writing the book and 
lyrics, and composing the music. 
General Influence: 
To be a successful dramatists of realist theater, one must be an objective observer 
of the human condition. The realist tradition is based on the idea of determinism, which 
claims that, as an objective observer, one will discover that human beings will behave as 
they must- designed by their very nature.cxxviii To be preemptively deterministic, 
however, leads a playwright to follow already well-grooved paths because of models that 
predominate in society. The playwright must note that being an objective observer does 
not also include imposing internalized notions of life-paths and personal development on 
characters that he/she has created and hopes to see naturally grow. Especially because 
musical theater revolves around character just as traditional dramatic work does. There is 
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one unanimously held belief that emerges from all analyses of the form of the musical 
play: that the form must emerge from the characters that are involved- usually one 
central character. Proscribing this character's path, then, through internalized notions of 
the proper "natural" development within a given society would be restricting not only to 
that character but to the entire show. Therefore, the playwright must be intimately 
involved in his/her character and allow the character's personality, setting (family, social 
status, place), and opportunities design that character's path. 
Broadway is not the place, and the musical play not the form, to represent art for 
art's sake. cxxix The musical is created for the benefit of an audience so it must first and 
foremost be a form of entertainment. The best dramatic art is entertaining and has the 
power to impart its meanings as well as its mysteries to all people at all times and in all 
places. cxxx Although musical theater has the freedom of being a tragedy or comedy (or a 
mixture of the two) it must also draw and maintain an audience or else the form would be 
useless. To do this, musicals must universalize and particularize- or "particularized 
universality." Truly popular theater must deal in truths and values common to audiences 
everywhere. cxxxi Audience members are looking for a point of recognition and 
identification when they witness a theatrical work. If everything on stage is alien to the 
audience members, they will likely be bored or confused during the entire show. Because 
of this, stories represented on stage have to relate a point of human universality that is 
derived from characters, story, and most of all feeling. The best musicals survive because 
of simple universality largely propagated through feeling. This is musical theater's 
contribution to entertainment.cxxxii In the form of musical theater, this feeling generally 
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revolves around a central love story. The relationship between two people, a universal 
experience that can be very effectively particularized with the individuals represented on 
stage, is crucial to the creation of a musical. 
However, universalization should not lead to generalization, which is also a direct 
route to boredom and distaste. The characters and story in a musical need to be 
represented as specific, unique, and interesting through the particularization of the 
dialogue, song, experiences, and actions. While keeping the story and characters relevant 
and identifiable, musical theater needs to pinpoint the story and action so that it could 
only happen under the presented circumstances to the presented characters. cxxxiii Gross 
generalities are tired and uninteresting to audiences despite their possible universality. 
What the playwright must attempt to do is to keep the central emotions of characters 
accessible to audience members through particularizing and making clear the path of that 
character. Bringing an audience to the point of intimacy with characters on stage is the 
clear indication of success at creating interesting, particular characters while 
universalizing the feelings that said characters experience. 
Being a form of popular entertainment, musical theater should not be utilized as a 
point of banal theoretical and social activism. Although musicals can present socially 
relevant issues and be socially, politically, or even economically critical (Hairspray, a 
very popular musical currently running on Broadway, presents the case for racial 
integration and, more generally, acceptance of the "other" in a very entertaining way), 
Broadway is not a lecture hall.cxxxiv If a certain social theme is suggested as a central 
aspect of a musical, it should be presented through story and character, rather than the 
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other way around. The playwright should never start with a theme, but with characters 
who may, themselves, be involved in discussing and promoting that theme because 
telling a story that encapsulates that theme is raising issues enough. cxxxv Musical theater is 
ultimately about creating something that you hope audiences will want to see.cxxxvi 
Compare the audience of a lecture hall to that of a successful Broadway production -the 
first is generally a one-time audience made up of individuals holding similar academic 
beliefs and in attendance to hear a scholarly expert discuss his/her beliefs or research; the 
second is a much larger, diverse and broad amalgamation of individuals who hold 
disparaging beliefs, who are usually brought up on suburban values of anti-
intellectualism, and who are always expecting a great deal of entertainment.cxxxvii The 
purpose of the musical is to play to this audience even if presenting social commentary or 
progressive themes. 
The centrality of the character and story to the musical and the fact of musical 
theater being a form of popular entertainment were extremely important aspects for me to 
continually keep in mind as I began work on my own musical. I knew that I wanted to 
present a musical that commented on some social aspect that is important to me -
environmentalism, consumerism, indigenous beliefs, gender representation - and 
discovered that the only plausible way of successfully presenting these ideas would be 
through an entertaining medium. Upon discovering the general trends in the 
representation of gender on the stages of Broadway, I decided to create an entertaining 
musical that challenged the traditional gender roles and the centrality of the heterosexual 
relationship. I remembered a piece of advice I had received in that screen writing class in 
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Los Angeles: write about what you know. This is an extremely crucial concept because of 
the importance of creating believable and interesting characters that live natural lives and 
speech natural dialogue on stage. Defining myself as queer (recently evolved from 
"gay"), I supposed that I should develop a central male, homosexual character (while 
actively avoiding any kind of autobiographical sentiment). So, in maintaining the 
centrality of love and relationships to the musical, I sought to challenge typical gender 
roles of the American musical by creating a central homosexual love story, which did not 
submit itself to the trappings of heterosexual love. 
The first Broadway musical to overtly present a homosexual relationship (I say 
"overtly" because many musicals have been opened to queer interpretations that are 
traditionally thought of as strictly heterosexual workstxxxviii was Charles Strouse and 
Alan Jay Lerner's Dance a Little Closer (1983), in which two supporting male characters 
sang a love duet and were even given marriage vows.cxxxix Since that time, there has been 
a tradition in 'gay' theater for the story and themes to be self-congratulating, usually 
reveling in victimization (the lovers in Dance a Little Closer sing "Why Can't The World 
Leave Us Alone?"), and involves a love story between two men or women whose is only 
'gay' in name.cxl Ifhomosexual (or non-heterosexual) love is represented on the 
Broadway stage, it has still been presented as love between a masculine and feminine 
character. Homosexual love is presented as heterosexual love between members of the 
same sex. This practice is, I believe, the result of the lasting importance of the 
heterosexual union in maintaining the legitimacy of the American dream (and, therefore, 
of patriarchal capitalism). Although non-heterosexuals have seen representation in mass 
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media over the past two decades, those representations have been severely limited to 
stereotypes. "Television offers us a tidy, affluent, asexual gay man in just about every 
show."cxli This is the gay man with which mass man is capable of identifying- the gay 
man who maintains his masculinity and has merely chosen a different, private (and rarely 
seen) sexualized object. There is also the extremely feminized gay male, who is always 
placed as comic relief. Representations of non-heterosexual women are the sensual vixen 
(all of the women on Showtime's The 'L' Word) or the butch, unattractive lesbian who 
audiences are made to laugh at or pity (as in Monster, the Charlize Theron/ Christina 
Ricci film). 
This limited scope of representation has been transferred into the creation of non-
heterosexual representation on the Broadway stage as well. In order to universalize, 
creators of "gay" musicals have forgotten the important aspect of particularization and 
instead rely on images of non-heterosexuality that are familiar to mass man as a short cut 
to accept universalization. In Rent, for instance, there is the extremely masculine and 
heroic Collins character that has a relationship with the over-the-top-drag-queen Angel, 
who is even referred to as a woman. Even if Angel were to be seen as challenges the 
accepted norms of gender, he/she is killed off mid-way through the show. There is also 
the relationship between sex vixen, Maureen, and the uptight, semi-masculine (always 
African-American and often over-weight), lawyer, Joanne. Their relationship is also 
another representation of gender binaries in disguise. Furthermore, both of these couples 
are pushed onto the margins of the story as Rodger and Mimi's story (the least interesting, 
in my opinion) takes precedence. Writers of musical theater, representing non-
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heterosexual storylines, are failing to create relationships the defy the binary gendered 
romantic system that places the "opposites" of masculine and feminine in union- the 
traditional focus of musical theater. To tell these "gay" stories, playwrights instead rely 
on universal "gay experiences," such as external/internal homophobia, the process of 
coming out, gay performative style (camp), or AIDS. These are the publicized aspects of 
the lives of non-heterosexual individuals which are allowed representation because of the 
recent commodification and normalization of these experiences. Non-heterosexual 
romance that does not submit itself to the trappings of the binary-gender union paradigm 
has yet to see popular representation. Today, the most dreaded thing that can appear on 
stage is considered to be the male to male kiss because it directly upends the acceptability 
of the stereotyped image of gay men (namely, still masculine and thus proscribing to 
heterosexist beliefs and practices).cxlii 
My attempt at creating an original musical, then, would necessarily have to focus 
on these things: creating a work that is entertaining; deriving all material from the 
development of character and the particularizations of those characters' experiences while 
universalizing their feelings; and challenging the centrality of the heterosexist romance 
by presenting a central non-heterosexual romance that does not merely demonstrate the 
union of one masculinized and another feminized character of the same sex. I wanted to 
create a musical in which people and relationships are as complex as they are in real life 
- where they are not trapped within the borders of acceptable, traditional, and familiar 
representation. cxliii This was the theoretical basis with which I began to envision 
characters and their natural developments and conflicts, but first I needed to understand 
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the mechanics of writing a musical. 
The Libretto: 
The libretto, or the book, of a musical play is the central creative aspect - it 
governs all things. It should be written first and everything else about the musical (song, 
lyrics, music, dance, etc.) should be derived from it. This leads to an intense and 
exclusive preoccupation with character, situation, plot, and dialogue.cxliv This is the most 
crucial and most forgotten aspect of writing a musical play. Other ways of creating a 
piece of musical theater are not wrong and might very well be entertaining but the works 
created through any other method are simply not musical plays. Because I am interested 
in creating a theatrical work in the musical play tradition, I follow the argument that the 
libretto is the reference point for all material in a musical. To create a musical play, then, 
is to join the book with song throughout to form an indistinguishable partnership.cxlv Both 
of these elements rely on the creation, first, of character, because specific characters 
create and drive conflict, plot, and resolution which are the tenets of theatrical work. 
As Richard Kislan states, "the book is everything and must focus on 
characterization. We believe in characters because they are formed of particulars that 
come together into a unique, whole, and special personality. Their lines belong to them 
alone, to their voices and their lives."cxlvi Musical theater relies on its characters to evoke 
feeling from the audience, which is a form of experience. Because it must reserve space 
for song and dance, however, musicals must also present recognizable characters, who 
make audiences care enough to anticipate a satisfying resolution. It is traditionally 
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believed that characters must be straight-forward from the beginning of a musical 
because there is less time (than there is in non-musical theater) to develop characters who 
conflict with themselves or who do not offer immediately identifiable characteristics. 
Mystery is said to be unacceptable in musical theater because there is not enough time to 
reserve space for methods of non-identification (i.e. Keeping the audience at a distance 
because of mystery surrounding a certain character).cxlvii Personally, I appreciate some 
mystery in the theater but understand the necessity of being able to recognize characters 
for who they are in musical theater. The argument continues to say that characters can 
grow but should not change. This is where I would like to challenge the traditional 
notions of character development in musical theater - I believe that the only way to 
represent alternative gender paths is to have a central character significantly change 
his/her innate sense of gender - to be heavily invested in the traditional patriarchal 
system and to break away from it, bringing the audience along for the ride. This fosters 
identification with that character and implicates a new kind of resolution that is rarely 
seen on stage - the creation of a new outlook on life rather than the resolution of the 
conflict that opposing outlooks create. The central formation of conflict and resolution, in 
musical theater, revolves around the conflict of characters in love, usually a heterosexual 
couple, because of one member's (or sometimes both) failure to live up to gender ideals. 
This is the point of a musical that offers alternatives to the prescriptive tradition which 
Stacy Wolf deems the musical's important aspect as a queer-able art form. However, as 
discussed above, these alternative notions of gender are always the point of conflict that 
is subject to resolution- re-instilling the proper gender norms and reuniting the couple in 
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a heterosexist fantasy that results in the betterment of a community. 
It is accepted, however, that characters must be direct and that audiences must be 
able to identify with characters. It is also accepted that, in a successful musical, 
characters drive the plot and conflict. A story told on stage should be the natural 
progression of events that would happen to characters involved in the setting in which 
they are placed. "Plots ought to seem," Lehman Engels says, "as though they were 
created by the characters who move them, motivate them, create the empathy for them, 
and are in point of fact the core as well as the modus operandi of all stage pieces. , cxlviii 
When writing a musical, it is smart to begin with one character who will be generalized at 
first but, as the character develops, will become more specific. This character may, by his 
or her nature, require the existence of another character for the plot to continue, for the 
first character's life to be legitimate, or for conflict to arise. Once other characters 
develop, tensions and interplays will have to be growing between the characters.cxlix 
These characters may beget other characters who may then begin to develop subplots. 
Character dialogue must be direct, particularized, sharp, extremely clear, and 
quick. Dialogue is merely one means of developing character and plot in the musical; 
therefore, much less time is devoted to dialogue in the musical than in the non-musical 
play. No dialogue can be superfluousci and every word a character says must justify its 
existence. There are three general purposes for dialogue in a musical: description (which 
allows for a community of strangers -the audience - to witness or feel something 
together); exposition (which provides the audience with the necessary information); and 
narration (which tells the audience "what happened").cli The playwright must realize that 
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words carry both a denotative and connotative meaning which provides a source of irony, 
comedy, and wit. Utilizing both edges of language, playwrights can effectively reveal a 
great deal using much less dialogue than is generally thought necessary. In other words, 
the density of language also generates a great deal of dramatic power -the playwright 
can usually do more with less. This is especially helpful to grasp in musical theater 
because the song is the main point, the punchline, and the climax of any scene in a 
musical- not dialogue.clii 
The development of character is how song, comedy, tragedy, romance, and all 
other emotional aspects of theater arise because the musical is the story of characters and 
it is people, not actions, which are remembered by audiences. cliii Because the story is 
particularized around individual characters, not only must the dialogue be particular to 
those characters (each character can only have the vocabulary and ideas that such an 
individual would have in real life) but also the lyrics and music of songs given to 
characters. If a central character is young, brassy, uneducated woman, it would be 
inappropriate for her to sing a melodic aria containing lyrics that are beautifully 
composed as if she were a poet in her own right. This kind of song would be better fit to 
the romantic, highly educated senator's daughter longing for love. However, restraining 
characters to this association of appropriate music with perceived characteristics, I think, 
somewhat supports the continuation of strict life-paths based on one's investment in the 
pursuit of idealized gender characteristics. If a brassy woman is always resigned to sing 
alto, diva-like songs, then any woman singing such songs will be associated with this 
degree of non-femininity. Furthermore, brassy women are, then, not allowed the central 
- 76-
romantic position typically held for the ultra-feminine soprano lead.cliv However, music 
must still have a purpose and aligning a character with a music style, vocal range, and 
available vocabulary is crucial to maintaining a realist sense to characters which supports 
the identification between audience and character. As Lehman Engel states: "The music 
clothes a character in a style or characterization that distinguishes them from all other 
usual people. The particularization of lyrics confers a kind of distinction that separates 
any one from any other one. ,ctv 
Romance, emotion, lyricism, and comedy are the main thematic tenets of the 
music libretto.ctvi Romantic love promotes growth and development, emotion derives 
experiential participation from the audience, lyricism provides for a smooth, realistic 
representation of characters, and comedy breaks up the serious aspects of the show and 
improves the entertainment factor. From the beginning of my creation process, I decided 
that there had to be a central love story in any successful musical and that, in mine, it 
would be between two men (again, "write about what you know"). The first character to 
develop, then, was the principle male character who would struggle with love for/with 
another man. This necessitated the creation of another male character. The romance 
between these two characters was to drive their plot and act as the fuel igniting their 
music and lyrics. The romance, I knew, could not be generalized because all romance 
concerns particular people in a particular situation under particular conditions.clvii Yet, 
this story would not be sufficient for a whole musical play so there is the necessary 
inclusion of subplot- a characteristic extremely vital to the musical play. Subplot in 
musical theater allows for: 1. a break for the principles; 2. alternative romantic 
- 77-
representation (usually comedic); 3. more meaningful paths for supporting roles (instead 
of just being the friend, the mother, the child, or the nurse, a character also has the ability 
and space to fall in love, out of love, and in love again); 4. the peaceful coexistence of 
diverse music styles (traditionally, the main plot utilizes the romantic music of central 
Europe while the subplot engages the snappy, lively musical tradition coming from the 
United States);clviii and 5. multiple layers of development, conflict, and resolution. 
However, it should not be delegitimized because of its secondary importance in the 
musical namely because most musicals would not work without the subplot. The 
characters in the subplot and their own life-paths and romantic (or sometimes non-
romantic) conflicts and interplays add great depth to musical theater that would otherwise 
be lacking. Some of the most memorable characters in musical theater history are those 
engaged in subplot (Ado Annie in Oklahoma! is a good example). 
I was specifically concerned with my ability to produce comedic material which 
an audience would appreciate. In my own social environment, I have the ability to be 
comical, but to universalize comedy so that individuals of completely different 
backgrounds and points of reference would appreciate seemed very difficult. It seems that 
comedy, as well, should derive from characters in situations. "Today's most effective 
comedy grows organically from the elements of the musical book character and 
situation." clix It is generally understood that audiences find the discomfort of characters 
to be the most comical (think ofthe physical comedy of the Three Stooges, or all of 
America's Funniest Home Videos, which generally portray someone getting hurt). In 
presenting these discomforts, however, the playwright must never allow the character to 
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lose faith in him/herself. It is precisely the continued misunderstanding between audience 
members, who are clued into the comical aspect of a scene, and character, who continues 
to live in disillusioned naivete. Take, for instance, the extremely comical song, 
"Adelaide's Lament" from Guys and Dolls. Adelaide sings about the psychosomatic 
symptoms of being in love (the emergence of a cold, a cough, la grippe, etc.) and believes 
whole-heartedly in the side affects oflove, which the audiences (obviously) finds 
ridiculous. It is Adelaide's utter investment in this newfound, absurd ideology that is the 
point of comedy for the audience. Engel states that, "It must be remembered that these 
mishaps- large and small -are not amusing to the person involved in them but only to 
the observer- the audience."clx 
Overall, I understood from my own experience in musical theater and my personal 
research, the structure of the musical. The beginning must act as an introduction to 
characters, situation, theme, setting, style, tone, performative values, music, and dialogue. 
Generally there is an overture (which I decided against as I am not currently a composer 
of great genius) which introduces the principles through music. This is followed by an 
expository scene and thus begins the narrative and the journey in the lives of the 
presented characters. Immediately, there must be a schism between the two principles, 
destined to be paired. This schism can be external (Victor/ Victoria [1995]) or internal 
(Cabaret) but must be wished to be resolved by the audience. This should lead to a 
dramatic expression at the end of Act I (in a two act musical) which should create a 
degree of tension that prolongs the anticipation of resolution. Act II, then, should be 
much shorter than Act I, less complication, and present no new material -it should 
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resolve conflicts or explain any mystery created in the plot.ctxi Resolution can be (and 
usually is) the union of the principles who have overcome their schism any definitive 
action that resolves a loose end of any kind. What is expected in musical theater is that 
"everything will turn out all right in the end. ,,ctxii But, to create a meaningful, realistic, 
and artistically successful musical, some things may work out and other things may not. 
What does need to work out is the resolution and integrity of all character developments. 
There is no use in creating tension is the playwright fails to include its corresponding 
resolution. Similarly, there should be a purpose to all characters involved, just as dialogue 
should be justified. Musicals rely on many elements, but all are so crucial to the 
successful musical that no detail should be forgotten or glazed over. Oscar Harnmerstein 
II first understood the extremely importance of every last word in his lyrics when he flew 
over the statue of liberty and noticed the intricate detail devoted to the back of the statue's 
head. When Frederick Bartholdi created the statue in 1887, he had every reason to think 
that no individual would ever see the back of his statue's head. Still, each detail mattered 
to the entirety of the artistic piece. 
The Music (Lyrics, Melody, and Score): 
To write the music for an entire musical play presented the greatest challenge for 
me in this endeavor. Having learned music theory merely in large choirs, through friends, 
and on my owrt, I had only a vague framework for the composition of successful songs 
(let alone an entire score!). I knew from the outset that I would be creating only an 
abbreviated score which would be presented to a pianist for the preliminary productions. 
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If I am to take this project further than the university setting, I will continue to develop 
the musical score with a much more knowledgeable partner. During the first stage of 
creation, however, I chose to rely on my own history as a singer songwriter and avid fan 
of musical theater as well as the talents of my good friend Lisa Forkish, a current student 
in the singer/songwriter program at Berklee College of Music and an individual very 
versed in personal song writing and the music of the musical theater tradition. After 
researching the structures of musical development and continuing my experiential 
investigation by listening to as much musical theater music as possible, I began to create 
my own melodies and lyrics without the music. Forkish and I agreed to collaborate on the 
harmonization of the music and to create lead sheets for every song in the show. This, 
then, we would present to an accompanist who would translate the lead sheet into 
appropriate accompaniment (not documented, but played for performances as a rough, 
but professional, idea of how the music would sound). This system seemed to work quite 
well as my musical understanding was mature enough to create melodies that followed 
the rules of harmonization and were well adapted to natural progressions of chords. 
Forkish was very inventive with her creations and suggestions of harmonization and the 
success of the music is greatly due to her efforts. 
To compose music for a musical play, however, requires more than a keen ear for 
melody. The most important aspect of music in a musical is to convey lyrics and emotion 
in a meaningful way. There are different musical styles in every show and experts 
generally agree that varying types of songs are needed in a successful musical. The music 
contributes sound dramatic ideas that advance the theatrical interests of the show through 
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these varying types of song. These are: 
5. ballad (says "I love you without saying I love you", contains a rising melody); 
6. charm song (optimistic and lighthearted); 
7. comedy song (included so that audience can laugh at a character's problem, 
embarrassment, calamity, or pain- comedy songs should convey no sympathy); 
8. musical scene (dramatic action set to music); 
9. throwaway song (which is generally used to take up space because of costume 
changes or set changes); 
10. 11 o'clock number (occurs late in the show and is a rousing number that stops the 
show at a point where it no longer needs to get startedtlxiii; 
11. "I am" song (establishes something about a character only so that he/she can go 
beyond what is established); 
12. "I want" song (expresses desire in order that the character might do something 
about it); 
13. and reprise (a short repetition of an already heard song that offers new lyrics, a 
new key, or something else that is new about the already).clxiv 
The amalgamation of this array of songs leads to the completion of a full score that 
develops character, moves the plot, and sounds cohesive. Kislan suggests that one should 
compose chronologically so that the progression of song composition might parallel the 
progression of tension, resolution, and character development in the play. Also, 
composing songs that are back to back will help avoid predictability and encourage 
diversity _clxv Utilizing all of these types of song will also encourage a dramatic score that 
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will naturally diversify the emotions portrayed through music (comedy, love, optimism, 
yearning) just as emotions portrayed through character dialogue are diverse. In this way, 
the varying of song type allows for further connection between music, dialogue, and 
character promoting a holist depiction of the subject of dramatization. 
Lyricism is a difficult talent to develop. The best lyricists in musical theater (Cole 
Porter who said everything while saying nothing;clxvi Oscar Harnmerstein II; Stephen 
Sondheim) understand the rhythm and flow of music, the natural stress of the language, 
the poetic qualities of vocabulary and rhyme, and the intensity of emotion that lyrical 
music can derive from character and from the audience. Song in musical theater 
developed from the soliloquy in traditional non-lyric theater, so is utilized to express 
inner thoughts and emotions of character. There are topical treatments through song as 
well, but music has the power to bring out emotive proclamations that are often a surprise 
to the character who is singing. "When music ignites the dormant power packed in to a 
lyric's tight and rigid form, the stage should explode with character, thought, or 
emotion. ,cixvii The character who sings any song in a musical must have something to act 
within the lyric of the song -there must be subtext in the lyric. A great example of this is 
Sondheim's "Ladies Who Lunch" in Company. Joanne's character is built right into the 
direct statement of the lyric (brassy, honest, bitter, and rude) while her class and lifestyle 
are cleverly and clearly suggested by the lyric (she sings about caftans, brunch, Mahler, 
Pinter). The good lyrics of musical theater reveal to the audience aspect about the singing 
h h h h d kn clxviii c aracter t at even e or s e oes not ow. 
It is important to derive all vocabulary and the allotment of rhyme in a lyric from 
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the character who is singing. This has already been discussed, but is thoroughly stressed 
by all creative sources and analytical sources I have come across: particularization of the 
lyric is essential to creating a good song. Lyrics, including such details as grammar, 
imagery, rhyme, and diction, should emerge naturally from the characters singing them. 
The song, being the "servant of the play" as Oscar Hammerstein II said,clxix needs to 
always focus on clear expression. Cleverness or style should never be achieved through 
the sacrifice of smoothness or clarity.clxx Instead, any kind of cleverness, humor, 
sentimentality, or (most importantly) rhyme should emerge naturally from character. As 
Kislan states, "song lyric forms must so adapt to the distinctive external attributes of the 
book as to appear natural, spontaneous outgrowths of the text. ,clxxi Great examples of 
lyrics linked to character are the songs in My Fair Lady and A Chorus Line both of which 
demonstrate the ability for every lyric to be an extreme example of particularization. 
Lyrics should not, however, be overwritten or excessively rhymed. Underwritten 
lyrics (which are generally to-the-point and reminiscent of the already mentioned Cole 
Porter tradition) tend to rise in a score while "overwritten lyrics sink, drowning like 
soggy, leaden cargo in a sea of sentimentality. ,ctxxii This is evident in the lyrics of Les 
Miserables, a show that I particularly like, but that lends itself to cringing or chuckling at 
the corniness of particular lyrics. In terms of rhyme, it must always be appropriate in the 
setting and not overtake the lyric, which can possibly distract the listener from the lyric's 
poignancy. Rhyme can be utilized as a tool for emphasis, propulsion, humor, and 
emotional assertion. Internal rhyme, which occurs within a line rather than at the end of a 
lie, serves to accelerate the pace of a lyric and tightens the construction of a line (a good 
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example of propelling internal rhyme is "Being Alive" in Sondheim's Company). 
External line, occurring at the end of a line, manages to emphasize the rhymed word. 
Therefore, unimportant ideas or rhymes should not be used for rhyme scheme ("and", 
"of', or "a" are typical words on which lesser skilled lyricists allow themselves to fall 
back). Billy Bigelow in Carousel sings the most important words of the song, 
"Soliloquy" as rhymed endings to the lines- "buy" (Billy's motivation), "try" (the action 
forthcoming), and "die" (foreshadows the climax of the plot). Overall, rhyme helps 
audiences to focus on the rhymed message, understand important statements, and 
remember emphasized ideas. However, rhyme does imply a certain amount of intellect 
and education in character so its usage should be very associated with the level of 
language mastery of the character singing. Additionally, in order to skirt predictability 
and drudgery, various types of rhyme (internal rhyme, external rhyme, mosaic rhyme 
[which places two or more single words in rhymed pairs], identical rhyme] should be 
used and lyricists should allow themselves the treat of breaking an established rhyme 
scheme. This invigorates the song with a sense of surprise and anticipation rather than the 
droll predictability of continued rhyme scheme.ctxxiii 
I follow the tradition that says writing the music for a song should always follow 
the creation of lyrics. Lyrics are what drive melody because lyrical meanings are more 
directly associated with character than music, which cannot state but can only imply. 
Creating original melodies and music, however, is a very difficult task. Because talented 
individuals have been successfully creating musical theater melodies for many years, the 
best way to develop your own musical language is to begin by writing pastiche (sounds 
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written to replicate those of another time, place, or even composer or lyricist).clxxiv 
Stephen Sondheim says that we all begin by "writing pastiche, imitating others, satirizing 
what came before. The trick is to find your own voice within that. , cixxv Because every 
composer brings to the creation of his/her music their historical association with music 
(whether they are trained in classical or jazz music, for instance), they are undoubtedly 
influenced by composers before them. However, it is through the replication of others 
that we find our own voices as composers - what we take from already established genres 
and independent sounds and how we manipulate it eventually leads to a distinct 
representation of our compositional style. So, a first-time composer should not be afraid 
of taking techniques from already established, successful composers (my main influences 
being Stephen Sondheim, Kander and Ebb, Carole King, Rodgers and Harnmerstein, Ira 
Gerswhin, and Cole Porter). 
Furthermore, the mechanics of the musical theater song are long established and 
important to base all music in a musical on (these are not rules, but guidelines that can be 
skewed and altered for the greater purpose of the music's appropriateness). First, there is 
the general outline of the song which, in the American musical theater tradition, is 
outlined by the AABA structure of verses and choruses or refrains. This is the structure 
for each verse and refrain, but also the structure of the entire song: (A) verse, refrain; (A) 
verse, refrain; (B) alternative verse (often with different harmonization), chorus (often 
changing keys); (A) a last verse and chorus. However, despite this model's prevalence in 
the American musical tradition, there are ubiquitous examples of alternative song 
formation. The meter of the music should recognize the patterns of stress which help to 
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create natural-sounding connection between the words and music (the natural stress of 
words as they are spoken should be replicated when they are sung and placed in a musical 
line). However, meter should be inventive and show off the variability in verbal meter. 
Creating inventive music also requires diversity in the actual melody, which, however, 
should always pertain to the lyrics being sung. Developing a melody's range, for 
example, effectively creates a mood in a song and should replicated the nature of the lyric 
and emotional state of the character singing the song. A melody with a narrow range 
implies a sedate, moderate manner in a character ("I'm Not That Girl" in Wicked) while a 
wide range in a melody connotes freedom and excitement ("Don't Rain On My Parade" 
from Funny Girl). Also, the actual sound of the music effectively paints the tone of the 
song and emotional statement. Dissonant chords suggest a state of tension; arpeggios 
suggest the calm ebb and flow of moderate emotion; major power chords suggest 
definitive statement. As all of this indicates, the music of a musical play should 
effectively communicate the established emotions and actions of character and plot while 
providing further implications about both of these elements. As music can portray what 
dialogue fails to - internal and intimate emotion -it also must parallel the progressing 
development of character through its tonal build, melodic intervals, and reductive musical 
implication. 
Considering these important characteristics of the form of the song and score 
within a musical must be framed by certain generalities relating to quality and depth of 
the score and lyrics. Engel stresses the inclusion of "new" and "fresh" lyrics as opposed 
to "new" lyrics that are really just tired reincarnations of overused, sentimental ideas and 
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themes. Every composer and lyricist that have influenced this development of musical 
education have stressed the importance of individual style and connecting each song of a 
score with an overall theme that provides an arch and general sound to a show (which 
should directly represent the composer/lyricist's influence). Comedy, love, self-doubt, 
self-confidence, jealousy, rage, and all other important emotional aspect of a show should 
be heightened and furthered through song and, because music has a way of begging 
emotional response from audience members, music should be used in the most emotive of 
situations in the musical. This is especially true of the Reprise, which may effectively 
work to change a character or, at least, the audience's understanding of a character 
through adding a more personal aspect to an already heard melody. Reprises should be 
brief, however, and do not have to change in music or lyric, but generally develop 
existing lyrics or musical themes in a new and unexpected way (the double edge of 
language, when connotative meanings can come to influence the reception and 
significance of song). Comedy songs can act as the most personal statements because of 
the personal nature of comedy in musical theater. Personal problems work best for 
comedy in stage performance, as "the audience experiences something felt as opposed to 
something observed."clxxvi Music, then, is the best way to develop personal, emotional 
connection between character and audience and so should propel the plot of a musical in 
inventive ways while maintaining the thread of theme and character already pervasive in 
the dialogue. 
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Conclusion: 
After a thorough study of the importance of character, which develops the book, 
which includes dialogue and situation, which spawns music, which all comes together to 
form a singular "gesamtkunstwerk," I began work on my own musical. I have already 
named major influences, but I can not stress enough the most personal influences that 
have come to shape my understanding of an entertaining and successful musical. The 
musicals that I most cherish are these (in no particular order of importance): Cabaret; 
Chicago; The Sound of Music; Company; Funny Girl; Guys and Dolls; The Mystery of 
Edwin Drood; A Chorus Line; Show Boat; Sweet Charity (purely because of Bob Fosse's 
visual influence); West Side Story; Into The Woods (1986); Hair spray ; Gypsy; Hedwig 
and the Angry Inch ( 1998); and Victor/ Victoria. I understand the limitations of many of 
these musicals and have tried to distinguish in my revelry between pure entertainment 
and those characteristics that actually contribute to these works as pure musical theater 
(in the Rodgers and Harnrnerstein tradition). Other influential musicals (that I find less 
entertaining but extremely important when considering the success of a musical, 
artistically and commercially) are: Oklahoma!; South Pacific; The Music Man; Rent (for 
its use of Rock music as a radicalizing force); Annie Get Your Gun (1946); My Fair Lady; 
Carousel; and Sweeney Todd (1979). These are the musicals whose influence I am aware 
of; I am positive that other musicals have had lasting effects on me without my conscious 
appreciation of them. 
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Chapter V: 
You're Not For Me: My Own Musical 
The Show: 
As I have stated before, I chose to begin my musical by approaching a story that 
did not surround a heterosexual romance. Therefore, I created a male, homosexual 
character around who other characters began to take form. I chose a name for the central 
character that would suggest masculinity open to interpretation - Mark. Mark suggests to 
me the literal 'mark' of masculinity that is imposed on any individual who is male from 
birth. It also suggests a point of retaliation in that one can leave one's own 'mark' on 
society. Mark was designed to be struggling with his identity as a gay male, not because 
he opposed the idea of homosexuality but because he saw it as a possible feminizing 
characteristic. Socialized in our society which demands male submission to the strictures 
of masculinity (at least that it should be idealized if not embodied), Mark is internally 
invested in the importance of maintaining a masculine persona and this, I thought, would 
be a natural conflict against his internal development of emotions. The only way to 
disrupt Mark's comfort with homosexual relationships was to develop a love interest who 
purposefully rejected the ideal behavior of men in a patriarchal society. Mark had to fall 
in love (an emotion which is usually uncontrollable) with a feminized man (a 
representation of androgyny) who is no way inhibited by his non-masculine expression. 
Mark would work through his inner phobia of non-masculinity through the 
compassionate love of an individual who embodied the ultimate comfort with breaks in 
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the normative gender roles. 
What resulted was Danny -the shining, attractive, exciting character who would 
naturally contrast Mark's masculine reservations and internal emotive responses. Danny 
needed to be vocal, vibrant, and extremely attractive (not merely physically speaking) to 
all audience members so that Mark's attraction to him could be understood. I decided on 
the name, Danny, because it is a somewhat non-gendered name. Danny could be the 
nickname of a Daniel or Danielle and, because it is a nickname, it evokes a kind of 
playful and non-conformist insinuation. I did not want Danny to simply be a subject of 
comedy, but to instead represent the security of being comfortable with one's own 
diversion from expected norms. If he was to be laughed at, I wanted to make sure that 
Danny, too, was laughing. As discussed above, comedy generally arises out of the intense 
investment of a character in an action of statement that the audience fmds comical and/or 
ridiculous - if the character is complicit, then it's not quite as funny. However, I did not 
want Danny to fall into the recesses of farcical representation would be delegitimizing his 
character. He would be talkative, straight-forward, sexual, and excitable. I chose female 
models for this role, as masculinized women are generally allowed more legitimacy in 
musical theater tradition that feminized men. They were: Sally Bowles (Cabaret), Charity 
Hope Valentine (Sweet Charity) , and Fanny Brice (Funny Girl) . These women captivated 
the men they were attracted to as well as audiences. They were deliberately the center of 
attention and did not control their brand of femininity. I wanted Danny to embody these 
characteristics while maintaining certain aspects of his masculinity and to exist as a 
whole human rather than an amalgamation of feminine characteristics that rendered him 
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effectively female in the minds of audience members. 
To develop Danny and Mark, I decided to create for both of them other 
relationships that are central to their lives. Creating a work space for each of them, I 
simultaneously created the natural characters that would also exist in such a space. 
Taking my cue from musicals such as Cabaret, Chicago, and Sweet Charity, I made 
Danny into a performer in a night club. Needing a partner for Danny's performative life, I 
designed Lily. Lily was to represent the diva, typically associated with sexy nightclub 
performance. Although I did not want Lily to submit to the 'camp' performative style, 
stripping her of a legitimate existence in real terms, I did want her to be a powerful 
source of feminine pride and personal agency. Lily needed to develop as a whole person 
in the strong, loud, and robust shell as embodied before her in Anita (West Side Story), 
Maria (Sound of Music), and Velma (Chicago [1975]). I wanted her to retain feminine 
sensitivity in her powerful existence and to believe in the necessity of heterosexual union 
because of the way she was socialized. Whereas Danny was raised in an environment 
(class- upper-middle class compared with poor, working class) in which alternative 
sexual paths are a bit more accepted, Lily's social environment growing up (in lower class 
Long Island) allowed her brassiness as long as she was submitted to eventual and 
inevitable marriage with a man. To realize the power of her own agency and the likely 
personal oppression she would likely experience in certain heterosexual union, Lily 
needed an oppressive male partner. 
Brad was designed in the vein of the dominator male model, exemplified by 
stereotypical masculinity. He, despite caring deeply for Lily, was to submit whole-
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heartedly to gender expectations and, therefore, would attempt to suppress his own 
sensitivity and, instead express his emotions physically or not at all. Brad and Lily's 
relationship only survives because of Lily's pregnancy - she originally was physically 
attracted to him and understood her disinterest quickly but also was quickly impregnated. 
I wanted her to be subjected to Brad's repressive attempts at figuring their relationship 
squarely within the expectations of heterosexual union and to feel unable to leave 
because of the importance of family, instilled by her pregnancy. Lily, who's mother most 
likely sacrificed a great deal of her own desires for the benefit of her husband and 
children, internalized the expectations for her to fill a similar life-path. It is when Lily 
understands the full implications of her relationship with Brad (he wants her to get rid of 
the baby) that she also understands her ability to exist as a full human being without the 
love of a man. Brad, then, must assert his interpretation of heterosexual love and full 
masculinity, only to be tragically lonely when this assertion drives Lily (and his child) to 
leave him. 
For Mark to develop outside of his relationship with Danny, I designed a work 
environment for him that would outline his masculine persona. Mark is a psychologist in 
a mental therapy clinic and develops a professional relationship with one of his patients, 
Chloe, that leads him (and the audience) to a more clear understanding of himself. Chloe 
was to be a woman deeply vested in the expectations of femininity and suffering from 
that investment. She was to have lived up to those expectations in the past and been 
rewarded only with pain and tragedy. From that failure to fmd reward in subscribing to 
hegemonic gender roles, Chloe became mentally unstable because her understanding of 
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the world was formed through the central importance of maintaining certain gendered 
ideals about femininity and family. Therefore, she resides in a mental health clinic and 
reverts to the fantasy of her formal life when perfect subscription to gender roles seemed 
promising for her. Chloe would ultimate break from this fantasy , realizing that her 
existence does not have to be legitimized through the love of a man (which she 
continually searches for, even in Mark- her doctor). In order to rise to this self-
empowerment, I saw that Chloe needed to fully experience the emptiness in the American 
dream that she continually tries to valorize in her fantasy. This would be a devastating 
experience, but would force Chloe to realize her own agency and the fullness of her 
humanity without the love of a man. This entire process would drive Mark to 
simultaneously realize said emptiness, resolving his long, problematic inner conflict that 
affects his relationships. 
What resulted from these characters was the story in You're Not For Me . I 
attempted to write the story through what I saw as the natural progression of relationships 
between these characters with whom I became quite intimate. I developed my own 
relationships with Danny, Mark, Lily, Chloe, and Brad, and tried to embody their 
personalities in order to speak through them in dialogue and lyric rather than impose 
outside communication on them. Developing their voices was the first part in this 
venture. Mark, Danny, and Chloe must from upper-middle class families (Mark because 
of his profession, Danny because of his economic freedom at such a young age and his 
ability to comfortably express homosexuality and femininity, and Chloe because she is in 
a mental health clinic - reserved for the wealthy mentally troubled). These three, then, 
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were allowed a wide and mature vocabulary and lost all traces of accent. Danny could 
speak in mass culture terms because of his age -in order that he not be resigned to 'camp' 
representation, Danny was forced to embody the freedom of expression of youth in our 
culture. Chloe had already been married and had a child, so she needed to be a bit older, 
as did Mark who had obviously been through medical school, so these two had more 
adult language available to them. Lilly and Brad came from areas and communities that 
have very specific accents and vocabulary choice (Long Island and Brooklyn, 
respectively) . Brad, as a waiter, and Lily, as a night-club performer, stopped their pursuit 
of education after secondary school because of economic difficulties, so their 
conversational speech and references were resigned to generalities and pop-culture. 
Furthering this particularization to the music styles in which these characters are 
allowed to sing, I created the traditional binary musical - both the more classically 
centered, European derived music of more educated, mature characters (Mark, Chloe, and 
sometimes Danny) and the jazzy, American (specifically New York) derived music of the 
more comical, less formally educated characters (Brad and Lilly and sometimes Danny). 
The strict ballads were reserved for Mark, Chloe, and the relationship between Mark and 
Danny, and the powerful, star-turn songs were Danny and Lilly's territory (especially 
because of their performative work environment). Lilly and Brad were allowed the more 
comical romantic sub-plot and, therefore, the comedy songs and charm songs. Closely 
aligned with personality on the whole, the music would also cater to the individual 
subjects of each song -the particularized lyrics and emotions involved in each song. 
I wrote the script in chronological order, frrst through outline. I believed that 
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understanding where characters were going in their personal paths was crucial to 
developing their motivations and dialogue and actions that would foreshadow and remain 
consistent with character throughout the show. As a rough outline, I brought Mark and 
Danny together early in the show and developed their relationship through their mutual 
understanding of their incompatibility -Mark is too masculine and Danny rejects 
hegemonic masculinity with too much ease - but (incomprehensibly to both of them) 
they fall for each other. Lily and Brad are together already when the show begins and 
Lily has just learned that she is pregnant. Danny and Lily demonstrate their extremely 
close friendship from the outset of the show and they both object to each other's 
relationships. Danny recognizes the oppressive force of Brad but Lily is blinded by the 
opportunity of family (with her baby) because ofthe values she has been taught to 
appreciate and embody. This does not create conflict in their relationship, but develops an 
honest voice of reason for both of them during the development of their romantic 
relationships. Chloe is first presented as, sometimes, rational and, other times, living in a 
fantasy because of its comforting effect on her. Mark is shown to be a psychologist 
extremely unattached to the holist form of ensuring the welfare of his patients and, 
instead, follows the professional scripture of medication and realist therapy. He is 
insensitive because he is unhappy with and insecure about his own existence. Brad is 
shown to be uneducated and severely devoted to the expectations of gender roles (he 
must be the larger source of economic support for he and Lily, he gets upset when she 
flirts with anyone else because it represents his lack of control over her). 
These relationships develop and Mark eventually allows himself to submit to the 
- 96-
power of love despite his reservations about partnering with a feminine and thus 
feminizing man. Brad learns ofLily's pregnancy, accuses her of purposefully getting 
pregnant, suggests that she get an abortion and, when she refuses, leaves her because he 
did not 'sign up' for this kind of development in their relationship. This is a point that Lily 
claims she can live without a man and envisions a positive, self-empowered future for 
herself without the restrictions of a suppressive relationship. Brad, enraged, discusses the 
unyielding power of people like Lily and Danny (who are portrayed as powerful feminine 
characters) and that they try to thoroughly change their partners. Mark realizes the 
feminizing aspects of his partnering with Danny and breaks things off because of the 
troubling idea of straying from being perceived as wholly masculine. Chloe dives further 
into mental instability and illuminates the power that the expectations of gender roles 
have over her. She secretly rejects the medicine proscribed to her and effectively refuses 
the bogus psychological analysis and proscription provided by the insensitive and 
patriarchal medical system (embodied in Mark). Her relationship with Mark illuminates 
his own inability to submit himself to emotion and his destructive investment in gender 
roles as well. At the same time, Danny and Lilly commiserate after both being rendered 
single. This is a point of tension at which an intermission seemed appropriate - the 
audience would hopefully be trapped in anticipation; would Chloe slip off the deep end? 
Would Mark realize he truly loves Danny and get back with him? What will happen to 
Lilly and the baby -will Brad apologize? 
Six months later, Lily has moved past her sadness at separating from Brad- the 
father of her baby - and, as a large, pregnant woman, still performs in the night club. She 
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has gained notoriety recently because of these performances and is very successful on her 
own - she is strong and confident and will be able to provide for herself and her child 
through her talent and professionalism. Danny is still upset about losing Mark, who has 
not spoken to him since the day they separated, and Lily finally convinces him that he is 
better off without him. The problem for Danny is that he has never been able to fully love 
a man before - every relationship he had ever been in was almost farcical because he 
really only entertained men who entered into a relationship with him based on sex - "the 
plight of the gay male, the 'one thing relationship."'clxxvii With Mark, there had actually 
been a sincere emotional connection that they both realized. Chloe has delved further into 
insanity, hording her pills and receiving a thinly-veiled attempt at therapy. Mark remains 
depressed (or repressed) because of his inability to allow himself the rejuvenating 
experience of love or intimate connection with another human being. It is revealed 
through earlier foreshadowing signs and dialogue now that Chloe and Danny are actually 
brother and sister. This is a surprise for everyone involved. Chloe, submitting to her 
overwhelming depression, ingests her accumulated medication and is found by Mark 
soon after. Danny, having just been encouraged to move past Mark, receives an 
unexpected phone call from Mark explaining the situation. Danny and Lily rush to the 
hospital where Chloe is recovering (she will be fine). Lily allows Danny and Mark the 
space for conversation in which Mark reveals that he is regretful of his actions and truly 
does love Danny - that he must learn to drop the guise of masculinity in favor of being 
true to himself and his emotions. Danny and Mark are effectively reunited, Lily is shown 
to remain a strong, independent woman and Chloe is expected to recover physically and, 
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now through Mark's evolution, perhaps emotional recovery as well. 
This being the overall structure of the show, I began to write individual scenes, 
also chronologically. As I wrote, I tried to pack meaning and history into dialogue as well 
as covert expressions of character. I chose to position songs at points of extreme emotion 
and where characters would, themselves, most likely not have words to frame their 
experience. Danny and Mark meet and cannot explain their attraction to each other except 
through song- "Surprise". Chloe attempts to express her emotional state through a 
powerful, dramatic solo- "My Beautiful Fantasy". Lilly and Brad sing their expectations 
of their relationship and the ability to get through anything by being together in 
"Together's The Plan". Each song developed out of the dialogue and building emotional 
tension or inexplicable feeling, expressed through particularized musical voicing. In 
writing these songs, the process generally was that I would create lyrics and melody, 
which would then be harmonized by Forkish, my creative partner. She would attempt to 
create this accompaniment through understanding the emotional state of characters and 
the situation in which the song is placed, and would present her harmonization to me. We 
would work through the final product together, sometimes altering rhythms or melodies 
to fit with harmonization and style and other times altering harmonization to fit with the 
intended communication of the song. Finally, an accompanist (Matthew Fettbrandt) was 
brought in to work on the music. In a few short sessions, he translated lead sheets into a 
effective accompaniment (sadly, we did not pen this accompaniment to paper, but it lives 
on in the cast recording). The process worked beautifully -I hope to continue to work 
with F orkish in the future. 
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What resulted is provided here in the extended addendum - the libretto, the 
abbreviated score, and the original cast recording. The writing and composing process 
(from the first line written in the libretto to the printing of the draft used for our original 
performance) took only two months. Much work is still to come, however, as the 
workshop performances and the translation of written musical play to performed show 
illuminated many points of possible refinement. What follows is a plan for future revision 
of the libretto, lyrics, and score of You're Not For Me, developed through artistic critique 
from experts in drama, music, and musical theater, audience reaction, as well as my own 
personal realizations. These revisions are not represented in the currently published 
version of the musical but represent my future relationship with this very personal 
creative project. 
Reactions/Revisions: 
The narrative as a whole centers around characters and their relationships. 
Because this is not a theme-based play, an issue-driven musical, or a showy experience 
reminiscent of Florenz Ziegfeld productions, everything depends on the connection that 
the audience can form with individual characters. During the intermission of each of the 
three workshop performances, the five actors (including myself) called on audience 
members to relate their impressions and their interpretations of what had been presented. 
The major, unanimous reaction to character by the three audiences was a certain 
disappointment in the character, Mark (interestingly enough, played by myself). This 
character proved uninteresting, unbelievable, and problematic for audience members who 
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were confused by his secrecy, internalization of feelings, and lack of emotive response to 
anything. Generally hailed by audience members were the portrayals of Danny, Lilly, and 
Brad, especially the vivacious and dynamic relationships between Lilly and Brad and 
Lilly and Danny. Chloe was thought of as mysterious, but intriguing in that she was 
placed on a slippery slope. I will go into further detail about each of these characters and 
reactions to them below, but want to point out that the only character unanimously seen 
as problematic and unconvincing is the character who I designed to ferociously adhere to 
and believe in prescriptive gender roles and the standards of hegemonic masculinity. 
Mark was a vision from the beginning. I saw his character as central to the plot: a 
gay man thoroughly invested in hegemonic masculinity but, through his relationship with 
another man who defies such gender norms, realizes and accepts the oppressiveness and 
futility of being subject to and performing such norms. How I understand idyllic 
masculinity, especially in the case of non-heterosexual men, was represented in Mark: 
detachment from feeling and emotion; avoidance of open (or any) communication; 
investment in work without the internal connection with greater meanings in such work 
(he is a psychologist who, instead of relating to his patients, prescribes textbook cures -
medicine); and general inability to depart from the fulfillment of societal expectations 
because of benefits received as a white, masculine male in a patriarchal society. 
However, few audience members enjoyed watching this character. He was quiet, 
reserved, and offered nothing to the audience. There was no scene that developed a 
reason why Danny should emotionally invest in Mark after their initial, love-at-first-sight 
moment. Furthermore, audience members were skeptical of the doctor/patient 
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relationship between Chloe and Mark in that they perceived it as unprofessional and, 
therefore, unrealistic. In attempting to portray Mark's lack of interest in connecting with 
and truly caring for Chloe, which is all the therapy she actually needs, I apparently 
designed a character who was an unbelievable psychologist. The audience reception of 
Mark clearly indicated a need for change in his presentation and development, which was 
perceived as the weakest aspect of the musical play. 
Some audience members offered suggestions for developing Mark in a more 
appealing way. It was noted that other characters should attempt to pull him out of his 
dull, introverted existence. What many saw as lacking was a pivotal scene involving 
Danny and Mark surrounding Danny's attempt to break Mark out of the trance of "never 
ordering it spicy" or "never tasting a foreign life," which Mark claims to do in his song, 
"Melt Over Me." Mark and Danny's relationship is unbelievable because the only 
interactions that they have are when they are getting to know each other - largely 
expositional scenes. If at first they cannot explain their attraction to each other - they 
know they are two very different people -then their relationship must develop through 
the first Act so that the audience cares when Mark breaks things off with Danny just 
before intermission. Enlightened by Brad's rant on the feminine-associated quality of 
Lilly and Danny attempting to change Brad and Mark, respectively, Mark feels 
threatened and understands that he is losing his grip on the valued and valorized 
masculinity he is proud to embody. This, however, is not apparent when Danny is not 
perceived as a threat to this masculinity. The feminizing aspect of their relationship 
would be made clear in a scene in which Mark lets down his guard because of his love for 
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Danny. I think an additional scene somewhere in the middle of Act 1, as well as a more 
direct representation of Mark and Danny's relationship and Mark's strict adherence to 
hegemonic masculinity throughout, would greatly enhance audience understanding of and 
connection with his character. 
Further revisions of the script must also deal with the lack of credibility in Mark 
and Chloe's doctor-patient relationship. Mark was largely presented as apathetic to 
Chloe's individual behavior and needs. Instead, it might be better to demonstrate his 
inability to connect with Chloe despite his attempt at being her doctor. Audience 
members sought "therapy-style" interactions between Mark and Chloe, where they sit 
down together and discuss her psychological disturbances. In the current script, Mark is 
conveniently out of the room whenever Chloe sings (whenever she is emotionally true to 
herself and cannot be confined to dialogue). Instead, he should react to her song. This 
may outline his own inability to emotionally connect with anyone and could provide a 
representational masculine reaction to errant femininity as expressed through Chloe. 
Their relationship needs to build in credibility and believability, offering a realistic 
portrayal of the patriarchal system of mental health in our current society rather than the 
mere shortcomings of an individual practicing psychologist who is, ultimately, 
unprofessional and irresponsible. If Mark is listening to Chloe throughout the narrative, it 
will be more possible for her to affect change in him through her representation of the 
damaging effects of normative gender expectations and lack of emotional connection 
between individuals. Through these changes, it might be possible for Mark to emerge as a 
clear protagonist of equal interest as his co-protagonists. 
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The music of You're Not For Me was extremely well received. I owe a lot of 
recognition to my creative partners for the music composition (Lisa Forkish, who 
harmonized the music, and Matthew Fettbrandt who developed the accompaniment) and 
could not have achieved such a varied and well-liked score without their invaluable 
collaboration. There were few criticisms of the score, but lyrics were recognized as 
sometimes a bit immature and forced. This was not the overall impression, but a certain 
fine-tuning of the lyrics will certainly be involved in future revisions of the show. There 
may need to be additional numbers, depending on the revisions of the book, but one 
prevalent desire was to have an opening number that defmes characters and their 
motivations. This is the typical form of the musical play and I opted to begin with 
dialogue and a duet instead. However, I see the importance of developing character from 
the beginning and vision a much clearer reception of Mark and his relationships if an 
opening number were added. Working to maintain fluidity in the score, any additional 
material must still generate from character and plot adhere to the "rules" of song/lyric-
writing as described above. 
The largest amount of work needed will be to redesign the second Act of You're 
Not For Me. This act was a complete and rushed experiment that failed to live up to the 
expectations created from the presentation of the first Act. Scenes between Chloe and 
Mark dwindled to dialogue of convenience and songs were uninspired and inappropriate 
for character. The very end of the show is somewhat of a Brechtian appraisal of events 
that leads everyone to a new understanding of identity and relationship that is completely 
unbelievable (which was the original intent of the author). This will be a large task but 
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will also act as a creative challenge. I have experimented with these characters who I 
know so intimately and know that each failure simply brings my perceptions of their 
identities and life-paths into clearer focus. Mark would never reveal his love for Danny, 
Chloe's estranged brother, in front of her. Chloe would not wake from a dream after an 
attempted suicide and sing a blues with choreography. With many ideas circulating in my 
creative consciousness, I will attempt to annotate the natural progression in the lives of 
these characters as they relate to each other. 
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Chapter VI: 
Conclusion: Queer Theater and the Possibility of Change 
As a first-time librettist, lyricist, and composer (with great help from Lisa Forkish 
and Matthew Fettbrandt), I consider You're Not For Me a success. The greatest success 
lies not in the creative triumph of the show, but in the completion of an original musical 
and the performance of that musical on a real stage for real audience members. Although 
the quality and popularity of the material is debatable, the musical is a creative project 
that is the culmination of a great deal of academic and practical study. Here is an artistic 
site where performance studies, gender studies, media studies, musical theater history, 
and practical studies in the form of the musical play merge. Moreover, it proved to be an 
entertaining presentation! 
Developing artistic material that rebels against the historical expectations of form 
and portrays rare representations of gendered characters, I attempted to create an 
entertaining work that continued in the musical theater tradition but displaced the spell 
that patriarchal capitalism holds over the form and character development of musical 
plays. No ultimate heterosexual union occurs, women displaying unruly femininity were 
not resigned to spinsterhood, reigned in by marriage, or comically pushed off stage, and 
feminine men displayed individual personality that goes deeper that mockable comic 
relief. The musical is creatively flawed- perhaps too much to attempt revisions- but as a 
thesis project it is a success. 
However, Broadway is clearly unaffected by this presentation of alternatives to 
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the dominant form of musical theater. Just as Michael Schudson states in Advertising: 
The Uneasy Persuasion, with one ruling medium displaying the artistically invigorating 
promotion of patriarchal capitalism (in his case, advertising, in this case, traditional 
musical theater), the development of American values has little defense against the 
influence of said ideology.clxxviii As heterosexual union maintains its centrality within this 
ideology, so do the normative representations and expectations of gender. Similar to the 
attempts at getting alternative values to take center-stage on television (anti-consumer 
ads, ads for "Turn Off the TV Day"), positive alternative representations of gender rarely 
make appearances on Broadway stages. There is a certain availability of space for the 
presentation of alternatives as Broadway audiences come to the theater expecting conflict 
and resolution - emotion and drama. Because the nature of conflict is turmoil - the 
potential for everything to fall apart- musical theater presents alternative gender 
representations as sites for potential destruction of normative beliefs and values. 
However, undermined by the prevailing belief in and adherence to dominant gender 
ideologies, Broadway musical theater rescinds any notion of the possibility of positive 
alternatives to these gender norms through ultimate heterosexualizing narratives. 
By presenting conflict that can be solved by the system said conflict attempts to 
disrupt, musical theater reinforces the universal possibility and positiveness of 
heterosexual union and the American Dream. The only way, in musical theater, to debunk 
this pervasive myth has been to create lasting alternative representations through song-
the most historically resilient aspect of musical theater. However, in realizing the 
possibilities involved in "queer" theater, another revolutionary possibility arises: the 
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demonstration of possible alternatives to heterosexual union as motivation and resolution 
for characters in a musical play. Refusing to submit characters to the binary gender 
system; allowing alternative paths that yield just as much pleasure, pride, and power as if 
culminating in heterosexual union; and allowing heterosexual characters meaning and 
agency as individuals are tools in fighting the heteronormative terms of traditional 
musical theater narratives. Alternatives visions of human representation must rise against 
the economic barriers erected to deny criticism of the ideology of the American Dream, a 
force that governs human interaction and motivation but also oppresses individuals and 
communities. The American Dream is no dream, but a working warrior in the fight to 
keep patriarchal capitalism alive. Critical creative forces have the option to continue 
benefiting from and living under an oppressive system- to "fill our money bags with 
broken lives and dreams"clxxix - or to generate new material that adheres to true human 
values and honest gender representation- "a new world shattering the silence".clxxx 
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ACTI 
You're Not For Me 
an original musical play 
Scene 1: The Other Side Night Club 
"Grand Old Time"- Danny, Lilly 
"Surprise"- Danny, Mark 
Scene 2: Chloe's Room 
"Don't Pretend" - Chloe 
Scene 3: Brad and Lilly's Apartment 
"Together's the Plan"- Lilly, Brad 
Scene 4: Private Dinner at The Other Side Night Club 
"Melt Over Me" - Mark 
"Lullaby Blues" - Danny 
Scene 5: Chloe's Room 
"Lullaby" - Chloe 
Scene 6: Backstage at The Other Side Night Club 
"Just a Feeling"- Lilly, Danny 
"On My Own"- Lilly, Brad 
Scene 7: Brad and Lilly's Apartment 
"Get Out While You Can"- Brad 
Scene 8: Outside of Brad and Lilly's Apartment 
Scene 9: Chloe's Room/Danny's Apartment 
"His Refrain"- Chloe, Lilly, Danny, Mark 
ACT II 
Scene 1: The Other Side Night Club (Six Months Later) 
"I'm Not Done" - Lilly 
Scene 2: Chloe's Room 
"Lullaby Reprise" - Chloe, Mark 
Scene 3: Danny's Apartment 
"Tell it All" - Danny 
Scene 4: Chloe's Hospital Room 
"Melt Over Me Reprise"- Danny, Mark 
"Goodbye Mother" - Chloe 
"You're Not For Me"- Chloe, Danny, Mark, Lilly 
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Cast of Characters 
(in order of appearance) 
as performed by the original cast 
at Boston University's Agganis Student Theater 
February, 2007 
Mark. .......................................... Clay Neal 
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Danny ........................ ................. Matthew Lerner 
Lilly ............................. .. ............. Hanna Alex 
Chloe .......................................... Lisa Forkish 
Accompanied by: Matthew Fettbrandt 
Set Design by: Michael Kurz 
Lighting by: Abby Schreer 
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You're Not For Me 
ACTI 
[1: THE OTHER SIDE NIGHT CLUB 
A dim, modern piano lounge with a small stage. There are a few small tables with chairs 
in the audience, where patrons, mostly male couples, chatter and drink from martini and 
wine glasses. Every table faces the stage and to the side is a jazzy marquis that reads 
"Partners in Crime." A resident pianist drinks and plays some jazzy background music. 
Mark enters the night club and warily looks around. He has never been here before. He 
takes a seat and Brad, a waiter, approaches to take his order.] 
BRAD (he doesn't care one way or the other) Something to drink? 
MARK Yeah. What beers do you have on tap? 
Brad is suddenly interested. 
BRAD (scoffing) You in the right place, my man? (Mark looks around. Brad leans in and 
puts his hands on the table.) How about a cock-tail? 
MARK (somewhat uncomfortably) No, thanks. Whatever porter you have will be fine. 
BRAD A porter. Fine choice. Right away. 
Brad chuckles as he writes down the order and exits to get Mark's drink. Mark is 
left rubbing his temples. He has had a hard day. When Brad comes back he 
carries a beer and two martinis on a tray and is followed by Lilly, a costumed 
show girl- over makeup-ed and holding onto her New York accent- who is 
obviously concerned. She grabs Brad's arm and talks to him in with subdued 
anxiety. 
LILLY Can we talk? 
BRAD Now? 
LILLY It's important. 
BRAD (brushing her ojj) Baby, you're on in a minute and I have a tray in my hand. We'll 
talk later. 
LILLY I've already been puttin' it off, Brad. 
Brad is distracted and sets a martini at Mark's table. Mark protests but is 
unheard. 
MARK Urn, excuse me? 
BRAD After the show we'll have a nice, long talk. 
LILLY After the show you'll be too busy cleaning up. 
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MARK Sir? 
BRAD We'll have dinner together. 
LILLY We won't be alone. 
MARK I ordered a-
Brad is distracted by the wrong drinks he has on his tray for the customers 
waiting. 
BRAD I promise, doll. 
LILLY (extremely disappointed) Yeah. 
She turns and goes off stage. Brad realizes his mistake with Mark but sees Lilly 
run off and hurries after her. 
BRAD Baby, wait! 
Mark is left with a martini which he tries to drink. He doesn't like it but continues 
to drink it as he looks around at the other patrons. 
His pinky lifts up one time as he drinks and, when he notices, he forces it down. 
MARK (angrily to himself) I asked for a beer. 
The pianist stops playing the lounge music and the introduction to "Grand Old 
Time" begins. Lilly and Danny, who is outfitted in an equally sexy cabaret 
costume as Lilly, walk on the stage to stand side by side in the dark. Suddenly, 
They are spotlighted. They mingle with the audience. 
DANNY I've been to Rome 
LILLY I've been to Nome 
BOTH we've both been to paris 
DANNY I gaily traveled Mexico 
LILLY I left London loathingly 
BOTH and by our side 
throughout the ride 
has been our greenback buck 
(they make their way back onto the stage) 
we've got a skill 
to get our fill 
cause we all know fun's not free 
LILLY when I was in a bind in old Berlin 
I took a man and told him where and when 
he arrived and hungered for a ride 
I grabbed a gun and robbed his stinkin' hide 
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BOTH must learn to have a grand old time 
drink enough and get a man then lure him to your trap 
don't let him know it's pantomime 
get him home and cheat him from you lap 
DANNY I once traveled to sunny, bright Rio 
I asked a handsome businessman where should I go 
He looked me up and down and said with him 
I took his Rolex, too, just on a whim 
BOTH must learn to have a grand old time 
drink enough and get a man then lure him to your trap 
don't let him know it's pantomime 
get him home and cheat him from you lap 
LILLY the recent ones in New York are the best 
for originality, my! There's nothing to contest 
DANNY we worked together for a bigger score 
more money than we'd ever seen before 
LILLY one man he had some kids and a darling wife 
he cheated and he lusted for different sort of life 
DANNY we gave it to him as he wanted three 
then shamed him in the papers so his family could be free 
BOTH must learn to have a grand old time 
drink enough and get a man then lure him to your trap 
don't let him know it's pantomime 
get him home and cheat him from you lap 
must learn to have a grand parade 
men have all the fun in life we want to take it back 
don't let him know it's a charade 
till you have his earnings in a sack 
DANNY my future lies back in West L.A. 
where men who like young boys can afford to play 
I'll star in lives and act quite innocent 
they'll never know what hit them (till all of it I've spent!) 
then I'm going north to Oregon 
where I will retire when I'm good and done 
I hear the men there like the great outdoors 
I'll wait for them to take a hike then clean out all their drawers 
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BOTH must learn to have a grand old time 
drink enough and get a man then lure him to your trap 
don't let him know it's pantomime 
get him home and cheat him from you lap 
LILLY and when we separate I'll go to Spain 
drink Sangria with a Pablo, say "I must abstain" 
he'll cherish me for being a virgin date 
those macho standards won't save him from his fate 
he'll be a rich man born of royal blood 
with presents and vacations I'll be flood 
I'll take it all and ask him to Marry 
we'll do it, then I'll tell the truth -with a prenup. I'll be free 
BOTH must learn to have a grand old time 
drink enough and get a man then lure him to your trap 
don't let him know it's pantomime 
get him home and cheat him for a 
grand old time! 
Applause. Danny and Lilly go off stage but Danny notices Mark. He and Lilly exit 
backstage. Danny ditches his costume, enters the floor of the nightclub, and 
approaches Mark, who is finishing, unwillingly, his martini. Danny is smug and 
Mark stands as Danny approaches, as if he were about to leave. The pianist 
continues to play ambient jazz music. 
DANNY Excuse me, sir? (Mark turns) You forgot something. 
MARK Did I? 
DANNY I think so. (Mark doesn't quite get it) Did you like the performance? 
MARK Sure. 
DANNY (disappointed) Oh. 
MARK It's just- I haven't seen something like that in, well, ever. 
DANNY And what about me? (Mark is embarrassed. Danny puts his hand out to shake) 
Danny. 
MARK My name's Mark. 
DANNY Very nice to meet you, Mark. 
MARK Likewise (turns to go) 
Danny calls after Mark to interrupt his leaving. 
DANNY Can I buy you a drink? 
MARK (stops) No, thank you. (remembering the martini that he forced down) One was 
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enough for me. 
DANNY Not a martini man? 
MARK No. 
DANNY You'll get used to it. 
MARK I wouldn't count on it. 
DANNY Oh, they become delicious after a while- if only because of their glamour. 
MARK Well I'm not much for glamour. 
DANNY Oh, everyone's got to be for glamour (very flirtatious but almost speechy) 
otherwise boredom just sets in like a mold. Glamour is exciting and I always say, 
what's life without excitement? (very directly to Mark) Don't you agree? 
MARK (a little intimidated) About martinis? 
DANNY About excitement. 
MARKOh. 
DANNY I knew you did. (quickly) So, you've seen what I can do. What about you? 
MARK (concerned) I don't know how to answer that. 
DANNY (laughing) What do you do for job, silly! 
MARK Oh. I work in a mental health clinic. 
DANNY So you're around crazy people all day? 
Just then, Lilly walks past with Brad following close behind with a tray serving 
people the wrong drinks left and right. This distracts Mark and Danny for a 
moment. 
BRAD Baby, are you in your p-ems? 
Lilly stops. 
LILLY My what? (and turns) 
BRAD Your p-ems. You know- women have their a-ems and their p-ems. (she doesn't 
get it, so he whispers) That time ofthe month, you know? 
LILLY You're an idiot (She turns. As she exits she says) It's P.M.S.! And no! 
Brad follows. An upset customer rises with his partner. 
UPSET CUSTOMER (very dramatically) Come on, Claude. We're leaving. I asked for it 
dirty- not with a twist. 
The couple leaves with their noses up in the air. Mark and Danny have witnessed 
the whole thing. 
MARK I guess we have something in common. 
DANNY Huh? 
MARK (looks at Danny) Our work environments. 
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Danny shoots a smile at Mark. 
DANNY Hey! (encourages him) There we go- a little humor. See I knew you'd warm up 
eventually. (aside) They always do. 
MARK What? 
DANNY Oh, nothing. (very warmly) So, come here to forget your troubles? It must be 
very trying to work with the mentally ill. 
MARK It's dramatic. 
DANNY Sounds like home- My whole family 's pretty dramatic. 
MARK Really? 
DANNY Oh I mean in demeanor. (uncomfortably laughing) It's not like we actually have 
an insane person in our family or anything. Ha ha ha. (very awkwardly) We're just 
all sort of crazy, you know. Drama drama drama drama. Aren't all families the 
same? 
MARK My family's stone cold. Conversations are like Quaker services. 
DANNY (interested) What happens in a Quaker service? 
MARK Silence. 
DANNY There you go again with your little humor. (charming Mark) Well, this 
(motioning to the bar and himself) must be a welcome relief for you. 
Mark only looks at Danny and laughs a little under his breath. 
MARK It is. (beat) I'm beginning to think I didn't forget anything. 
Danny hears some music that he likes and sees some other couples dancing. 
DANNY Hey, you wanna dance? 
MARK No. 
DANNY Oh come on. I bet you're a great dancer. 
MARK No, I don't think so. 
DANNY What are you afraid or something? Look around you. It's more strange if two 
guys in this place aren't dancing than if they are. 
MARK Still I -
DANNY If you don't wanna dance with me, that's fme . But if it's just about being 
embarrassed ... I can't let you get away with it. 
Mark considers this then downs the rest of his martini. 
MARK All right. 
Mark and Danny get up from their table and join the dance floor. They have a 
hard time getting started as they are both used to leading. Then they stop ... 
DANNY However makes you more comfortable. 
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... and Danny allows Mark to lead. 
MARK I know this sounds corny, but, have we ever met before? 
DANNY Oh, I don't think so. (Looks at him closely) Did you get robbed in Miami once? 
MARK No. 
DANNY (laughs it off) Then, definitely not. 
MARK You look so familiar to me. (looks into Danny's eyes) Like I've been looking 
straight at you for the last 5 years. 
They have a moment and Danny is caught off guard by this. 
DANNY Ookingly) I guess that's why you couldn't help but stare at me when I was up on 
stage. 
MARK (warming up) You noticed, huh? 
DANNY I noticed. 
They continue to dance, becoming more comfortable every moment. 
DANNY So tell me about yourself, Mark. 
MARK What is there to tell? 
DANNY Plenty! For instance, I don't know where you are from or how old you are. 
MARK Seattle, and 29. How old are you? 
DANNY Irrelevant. Next question: do you like me yet? (Mark laughs) 
MARK Straight-forward is good. (beat) Honestly, I wouldn't normally do this. 
DANNY Dance? 
MARK Not with someone like you. 
DANNY And just what is it about "someone like me" that doesn't usually attract you? 
MARK Sorry. You're just not really my type is all. 
DANNY Oh, don't feel bad for me- feel bad for yourself. You're really missing out! 
Next question: What is your type. 
MARK I guess you could say a more ... 
DANNY Macho guy? 
MARK No, not necessarily. 
DANNY Blonde? 
MARK No. 
DANNY Ripped? 
MARK No! 
DANNY Leather? 
MARK Definitely not. 
Danny makes a look of confusion as if there were no more categories. 
MARK (carefully) Someone who's a little more ... subdued. Not to say that you're-
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DANNY (interrupting, dully upset) There's no need to take it back. I know who I am. 
(beat) Funny thing is, I feel the same way. I mean you're not my type at all. 
You're kind of insensitive and rude. And I've dated much more prominent and 
attractive men ... 
MARK At least you're honest. 
DANNY ... but I like you. 
They have a sincere moment. 
You don't date men like me 
(sung) 
and I think that you're probably 
complicated 
MARK (sung): you are as loud as can be 
but maybe being silent is 
overrated 
DANNY Surprise 
MARK Surprise 
BOTH We just caught each other's eyes 
MARK You're not for me 
DANNY You're not for me 
BOTH by surprise we're for each other 
(They get a little more comfortable as the tempo picks up) 
DANNY You go to work in a suit 
MARK (spoken) Yeah, it's uptight-
DANNY but it's also cute 
Maybe you haven't met a boy like me 
But, baby, I'll show how fun it can be. 
MARK (sung) You may revel in fine imports 
DANNY While you get your kicks from playing sports 
MARK it's true, I'm not much for cheeses or wine 
But add you and a fire and it sounds just fine 
DANNY Surprise 
MARK Surprise 
BOTH we just caught each other's eyes 
DANNY You're not for me 
MARK You're not for me 
BOTH by surprise we're for each other 
DANNY opposite ends sometimes come to a point 
here's what I'm picturing 
I'll become mellow and you will get used to 
all that I have got to bring 
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Mark brushes this off. 
MARK at that time when we meet halfway 
I'd be surprised if we stay 
it's hard to change for another guy 
(beat as Mark looks into Danny's eyes) 
but strangely I want to try 
DANNY Surprise 
MARK Surprise 
BOTH I've just won a stunning prize 
DANNY You're not for me 
MARK You're not for me 
BOTH By surprise we're for each other 
They get closer. 
DANNY Who thought that I'd meet a man 
for who I wouldn't have a plan 
MARK Well there's one thing that I know is true 
I can't explain it- I feel connected to you 
DANNY Surprise 
MARK Surprise 
BOTH we just caught each other's eyes 
MARK You're not for me 
DANNY You're not for me 
BOTH by surprise we're for each other 
They stop dancing and stare into each other's eyes. Danny breaks the silence of 
their stare. 
DANNY Look, we always stick around for a drink and some food after our shows. It's 
pretty casual. Care to join us? 
MARK (stiffening up) It's late. I should get going. 
DANNY What? Do you have a wife waiting at home? Come on, just one drink ... I'm 
buying. 
MARK I'm driving. 
DANNY (relents) All right. But at least let me give you my number. (Mark smiles.) You 
got a card or a napkin? 
Mark searches his pockets and produces a card from his wallet. Danny reads over 
the card before writing down his number. 
DANNY Allright, Mark Jacobson.- Here is my number. (sincere) Use it. 
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MARK (smiles and turns) I really did enjoy the performance. 
DANNY And did you enjoy me? (they both smile) Every Thursday through Saturday. 
We'll be here. 
MARK Bye. 
As Mark leaves, Danny watches him, then returns backstage where Lilly has 
finished changing. They pick up their things and head for the lounge. 
DANNY (all agog) Oh, wow! 
LILLY (as if this is a routine) That great of a kisser, huh? 
DANNY (indignant) I wouldn't know. I gave him my number, like a respectable boy. 
LILLY (surprised) You gave him your number? 
DANNY Mmmhmm. 
LILLY Oh, wow! is right. You must really like this guy. 
DANNY There's something about him that's different than all the others. He doesn't 
really say anything, but his eyes speak volumes. 
LILLY And your loins listen. 
DANNY And my ears, and my ears. You'll laugh at this- he actually said (over 
dramatically) "it seems like I've been looking into your eyes for years." 
LILLY Blech! 
DANNY I know. But, he was sincere. (remembering fondly) It wasn't just a line. 
Lilly breaks him out of his trance. 
LILLY Come on, Brad set up the table. 
Danny stops Lilly by the arm and is serious. 
DANNY Have you told him, Lilly? (Silence) Lilly-
LILLY It's just not been the right time, yet. (They exchange looks) Let's eat, huh? 
Danny follows Lilly to the table where Brad has set up some food and drinks. The 
lights fade to black as they sit down and eat. 
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[2: CHLOE'S ROOM 
The room is immaculate and contains every mainstream piece of art and furniture you 
could imagine - a Monet print, an lkea coffee table, a philodrendron, some coasters. 
Chloe is sweetly dressed and looking through a magazine while drinking her tea. Mark 
wears a button down shirt and tie. He drinks coffee.] 
CHLOE (glances at her watch) Mark, it's almost nine o'clock. You're late for work. 
MARK Yeah, well, I had a late night. 
CHLOE I could tell. 
A tense moment. 
MARK How are you feeling, Chloe? 
CHLOE (complete change ofmood) Fantastic! 
MARK Good! 
CHLOE I've been planning a dinner for tonight. 
MARK Is there something that I'm forgetting to celebrate? 
Chloe reaches for a binder filled to the brim with notes and pages and flips 
through it. 
CHLOE Oh, no. Just wanted to play the hostess like I used to. 
MARK (becoming distracted with work papers) Who's invited? 
CHLOE Well, I talked with Karen but she was too distracted at that moment to give a 
straight answer ... 
Mark is nodding along without paying attention as Chloe continues talking and 
fidgeting - rearranging things and organizing her binder. 
And then there's me and you ... (she looks down) and Chris, of course. 
Mark looks up from his work. 
MARK You and I know that Chris probably won't be there. 
CHLOE We'll just have to see about that, won't we? (beat) It's going to be small, but all 
the more intimate, I say. 
Mark is looking at Chloe with concern. 
MARK Be right back. 
He exits, examining his paperwork. Chloe finishes putting together the binder and 
pasting things together. 
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CHLOE There. That's just perfect. (She holds up a small binder full of magazine 
clippings which she has gathered to create an image of the perfect dinner party) It 
looks just like Sunset magazine. (Realizing the necessary preparation music 
begins) I'd better get started. 
Mark passes through with papers in hand and a concerned look on his face 
MARK Listen, Chloe. I may not make it tonight. I'm be pretty tied up. (silence as 
Chloe loses all expression) I'm sure it will be a wonderful dinner. Say hello to 
Karen ... and Chris. 
CHLOE (trying to brush this aside) Well, you know how fun this is for me- even if no 
one else is here to enjoy it. (Chloe maintains a big smile.) 
MARK Yes, I do. (He turns, motioning to his papers) I've got to send these off. (beat) I 
think we need to have a little talk - (then) if you can take a moment from your 
planning, that is. 
CHLOE Oh, I have all the time in the world! We used to talk a lot more, didn't we? 
MARK Yes, we did. But we both needed that then. 
CHLOE With Paul I was always talking. 
MARK (very seriously) I'm not Paul, Chloe. (exits) 
Mark leaves and Chloe is left, defeated. 
CHLOE I remember laughing with Paul. (to the world) I need more than a memory of 
you, Paul. 
(music begins) 
I remember smiles 
Remember you 
(sung) 
remember is all that I can do 
I faintly recall 
Feeling tall and wise 
I remember talks when you didn't cut me down to size 
what lives with me here 
in my beautiful memory 
shows me what life could be 
I'm not a dreamer 
but ifi were 
you'd be here to love a girl 
and I'd be her 
caring hands 
touch my skin 
you'd look into my eyes so deep 
I'd be at peace once again 
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Living with you 
in my beautiful fantasy 
shows me how love could be 
I could be 
pretty as my mother 
you and I 
humor one another 
living inside me 
is just a reminder 
as every woman 
hopes her prince will find her 
I hear your voice 
paper thin 
I hold on to it tight 
as it fades as what has been 
Stay with me 
in my beautiful fantasy 
show me 
how life could be 
and was 
remind me of what a 
true love does 
memory show me 
fantasy fill me 
Mark returns and Chloe, having stopped pouring ingredients or mixing, is 
completely blank. He doesn't notice her because he's caught up in his paperwork. 
She clanks some metal bowls together and he looks at her. Mark touches her 
shoulder and leaves the room. She is silent but watches him as he exits. She is 
determined and blank. 
CHLOE (sung) fantasy help me 
to be free 
Chloe remembers what she was doing and slowly begins to get back into the 
preparations as the Mark reenters. 
CHLOE (confidently) Mark, where have you been lately? I have been so lonely! You 
haven't even noticed me today - or for the last week! 
MARK (considers this) You're right, Chloe. (sits with her) I don't know where my head 
has been. 
CHLOE Up in the clouds, I think. 
MARK (coldly) That easy to tell, huh? 
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CHLOE (tenderly) I remember someone feeling that way for me. (beat) Don't you still 
love me? (she reaches for him) 
MARK Chloe, stop it. (he rises) 
CHLOE (desperately) Paul, I-
MARK (angrily) Stop! (she stops reaching for him) Chloe, I am not Paul. I am your 
doctor! 
A long pause as Chloe lets this sink in. Mark realizes his professional mistake. 
I shouldn't have lost my temper. I'm very sorry. 
CHLOE You must think I'm crazy. (brushing it off) 
MARK (very sincerely) I think you've been through a traumatic experience and this is 
one way for you to work through it. (beat) 
CHLOE I wasn't talking about you, anyway. 
MARK I know, Chloe. I'm the only man around this place but I am not Paul. You need to 
move past him. That's why you're here, isn't it? 
CHLOE (cheery) That's why I'm here. 
Blackout. 
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[3: LILLY AND BRAD'S APARTMENT 
It's a small studio with not enough space for the amount of things that they have, 
especially picture frames. Lilly paints her nails on the bed and Brad sits on a chair across 
the room occasionally throwing a baseball to her, which she catches in the mit while 
reading and laying on the bed. There are newspapers strewn about from which Lilly 
reads.] 
LILLY Here's one! Corporate office seeks highly professional and energetic addition to 
creative team. 
BRAD Highly professional? 
He throws the ball and Lilly catches it, then thinks better of Brad's abilities. 
Throws the ball back and continues to read. 
LILLY Aha! Downtown establishment is looking for recent graduates to join our staff. 
Excellent starting salary and benefits for qualified candidates .. (goes to circle the 
ad) 
BRAD Recent graduates? They're lookin' for university joe's, babe, not hicks from 
Lincoln Community College ... And recent probably means the past 5 years. 
LILLY (irritated) Fine. You look, then. 
Lilly drops the glove and newspapers and throws the ball back to Brad. She grabs 
some clothes to put on, including stockings. 
BRAD Sorry, Lil. 
Lilly puts on the stockings to find a run in it. As if it were a common practice, she 
grabs some nail polish and paints the run to prevent it's further conquer. 
LILLY You know, I don't mind getting a second -
BRAD (interrupting) You're not getting another job! (more caringly) I know we aren't 
having the best of luck with things. You're meetin' your half a the bargain, and I 
can barely make 10% a mine. 
LILLY (fed up) But that's enough. Brad, it's ok being poor. That's all I know. Right now, 
you just need to find some-thing. 
BRAD I'm holding out till I get a good job, Lil. 
LILLY You have a good job now. 
BRAD I'm serving a bunch of fairies their (imitates his customers) martinis. 
LILLY Those fairies pay my wages and yours, Brad. 
BRAD Not any more- I'm thinking about quitting. 
LILLY (surprised) Oh, I don't think that's a good idea. 
BRAD Why not? I'll find something else. 
LILLY But, what ifl might get sick or something. Anything could happen ... I could be 
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out for a week. (aside) Or worse, 9 months! (to Brad) And if you don't find 
something quickly, we'd be out of business. 
BRAD I'm not making much now- it won't be that much different when I quit. And I 
don't like living off my girlfriend's dime anyway. It's embarrassing. (determined) 
No, I'm getting a better job. 
LILLY (thinking about it) Is that why you're passing all these jobs up? Because you want 
to make more money than me. 
BRAD Could be. A man's supposed to provide, ain't he? 
LILLY Well your pride is hurting both of us, then. (beat) You just need a steady job like 
you got now- who says it matters ifl make a little more than you. (tenderly) 
We're pooling our resources. 
BRAD Yeah, you fill the deep end, I fill the kiddie pool. 
LILLY That makes a nice water park. 
BRAD Look, babe. I want to buy you things for ya. I want to pay the rent on a nice 
house. 
LILLY This place is fine (looks around, then) for now. 
BRAD This dump? 
LILLY Brad, I don't care about a nice house. 
(sung) 
LILLY I have to say it doesn't matter 
If in the house I hear the patter of rain 
I won't complain 
Like in fairy tales I've heard since birth 
Being in love is like being queen of the Earth 
So don't explain 
So what if we're rich or poor 
by staying alive we're winning the war 
so you're in a little ditch 
just get any job, 
(spoken) 
Any job, really. Anything, Brad, I promise 
(sung) 
I won't m.oan or ... complain 
Any job, any job, any job, brad will do 
in a cab, in a cafe, in an dump truck with a view 
So what if it's sixty (indicating herself) forty (indicating him) 
It's a hundred between us two 
any job, Brad, will do 
BRAD I can't let a girl pay my life 
be she my mother, my sister, my girlfriend or wife 
The man is there to provide 
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So a woman can be a bride 
(Lilly throws her hands up) 
I buy the flowers and wear the pants 
I am the jackpot behind the romance 
I'm waitin' till I can find 
A place above the daily grind 
I'm gonna find 
a corner office way up high 
I'll learn to do 
What all them suits are 
always up to 
Easy to be 
more professional than me 
but my upper hand 
is I think big and grand 
LILLY So what if we're rich or poor 
LILLY 
Any job, any job, any job, brad will do 
in a cab, in a cafe, in an dump truck with 
a view 
So what if it's sixty forty 
It's a hundred between us two 
any job, brad, will do 
by staying alive we're winning the war 
if you just sit and count 
your earnings (indicating herself) are a huge amount 
(Lilly takes Brad in her arms and dances a waltz with him) 
Any job, any job, any job, brad will do 
in a cab, in a cafe, in an dump truck with a view 
So what if it's sixty forty 
It's a hundred between us two 
any job, (She dips him) Brad, will do 
BRAD I can't let a girl run my life 
be she my mother, my sister, my girlfriend or wife 
So I'm gonna find something quick 
I'll have myself covered as well as my chick 
I'm gonna find 
a corner office way up high 
I'll learn to do 
What all them suits 
are always up to 
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BRAD 
Easy to be 
more professional than me 
but my upper hand 
is I think big and grand 
BRAD so baby be by my side 
LILLY 
(getting irritated and pleading) 
Any job, any job, any job, brad will do 
in a cab, in a cafe, in an dump truck with 
a view 
So what if it's sixty forty 
It's a hundred between us two 
anyjob,brad,willdo 
LILLY (dismissing him) honey you've got some pride 
BRAD (on his hands and knees) If we both wait it out, I can prove I'm your man 
LILLY (reconsidering) I guess together's the plan 
BOTH Yeah, together (they take hands) 
together's the plan 
Lights fade as they embrace. 
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[4: PRIVATE DINNER 
Mark and Danny share a candlelit table at a The Other Side. There is wine and plenty of 
romance. It is a dark corner. Mark is dressed fancily and Danny wears eccentric clothes 
more in line with his hip social circle - stripes and a funky hairdo. They read their menus. 
Lilly is with the pianist, quietly flirting.] 
DANNY I knew you would call. 
MARK (skeptical) You did, did you? 
DANNY I just didn't know you would call so soon. We only met yesterday. 
MARK I like to get to the point. 
DANNY (intrigued) Oh? (looks around) You also like your privacy, huh? 
MARK Why do you say that? 
DANNY We're in the darkest corner of a restaurant that isn't all that full. Facing away 
from the door. 
MARK Everybody knows you here. I just didn't want any interruptions. 
DANNY (a moment) Interesting. 
MARK (still looking at his menu) What? 
DANNY (playing innocent) Oh nothing. (Mark goes back to looking over the menu) 
Well, if you must know, the men I date- can I call what we're doing dating? 
(doesn't wait for an answer) - they usually want to show me off to everyone they 
come across. 
MARK.Hm. 
DANNY I'm a catch, you know. 
MARK Is that so? 
DANNY Oh yeah! We prance around, they buy me things. You know- things I don't 
need. 
MARK Like in that number I saw you in yesterday. 
DANNY Something like that. I mean, those were just stories that Lilly and I made up. 
But I do entertain them and they have a good time- publicly. That's the exchange. 
MARK Don't you ever date someone you like? 
DANNY Not very often. I usually just have to cross my fingers when I say "I love you." 
MARK You tell them you love them? That's terrible! 
DANNY Oh, it's not like I tear their hearts out. I give them what they want, that's all. 
Like everything in the entertainment business. 
MARK (indignantly) Well, I'm not looking for entertainment. 
DANNY (seriously) What are you looking for? 
They are interrupted by a commotion when Brad sees Lilly flirting with the pianist 
and yanks her away from him. 
LILLY (she yells) Brad! Let go of me. I was just flirting. 
BRAD I don't like all these people thinkin' you're committin' idolatry. 
LILLY It's adultery, meat head. And anyway, we both know he's gay. 
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BRAD Still, you guys got biology between you's. (beat and everything is silent) 
LILLY You're an idiot. 
Lilly walks off and Brad follows her. 
BRAD (to the patrons) Sorry, folks. 
Mark and Danny watch Brad and Lilly exit. 
MARK So, you're good friends with Lilly, huh? 
DANNY Yeah. She's a bit vulgar and has awful taste in men, but she's so fiery. Until 
Brad, she wouldn't take any slack from a guy. 
MARK What happened with Brad? 
DANNY She calls it a miracle, I call it a defect. (sort of passes it over) 
MARK So, you've been great friends since you met? 
DANNY Pretty much. We kept meeting each other at scummy auditions that we were 
both too talented for, so we thought up this idea of creating an act for a nightclub. 
Then I had a rough time with my family and wanted to move away from them. 
She offered me a place to stay. It was actually a lot of fun. 
MARK You lived together? 
DANNY Just for a little while until I found an apartment I liked. 
MARK That must have been hard to do- alone and in this city. 
DANNY Oh, not really. Despite my philandering with wealthy men, money really isn't 
an issue for me. 
MARK How? I don't mean to offend, but do you actually make a living doing this? 
DANNY Oh, hell no! I'm lucky enough to be filthy rich by birth. (feigns a joke) If you 
can't have family love why not have family money, right? (awkward) No, I don't 
need the money from this. So, Lilly gets everything. 
MARK That's very kind of you. 
DANNY She'd do the same for me. Besides, ifl weren't able to do this act, I'm pretty 
sure I would end up crazy. I've definitely got the genes. (a moment before Danny 
brushes this aside) Let's stop talking about my family . I want to know more about 
you. 
MARK I don't know what other questions you could ask. 
DANNY My grandma always said - "If you can't know the men around you, you can't 
know yourself." 
Lilly enters wearing a costume and interrupts their dinner. 
LILLY Danny! We're on in 20 minutes with the interpretive blues number. You coming? 
DANNY (surprised) Oh! I totally lost track of time. (he rises. Lilly notices Mark and 
clears her throat) 
Oh. Lilly, this is Mark. Mark, Lilly. 
LILLY Pleased to meet you. 
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She sticks out her hand. 
MARK And you. 
They shake. 
LILLY I've heard a lot about you. 
MARKOh? 
LILLY (looks him up and down critically) Yeah. (she turns on her heel and exits) 
DANNY She's actually very nice. 
MARKOh? 
DANNY And protective ... (very seriously) Will you wait? It'll just be-
MARK (interrupting) Interpretive blues? I'm too intrigued to leave now. 
DANNY (smiles real big) Fantastic. 
Danny giddily rushes backstage. Mark is left with the wine and food and candle. 
He is pensive. 
MARK (seriously to himself) What are you doing, Mark? (looking in the direction of 
where Danny exited) You know this is going nowhere. 
(sung) 
I know 
Does he know? 
He believes 
I can tell 
hands shake, I 
Have never been so nervous 
or so well 
it's a bit unwise 
see no future, just severed ties 
like this burning flame 
the wick that burns it just crumbles and dies 
I know 
Does he know? 
He believes 
I can see 
mistake, I 
Have never felt so foolish 
or so free 
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though I'm caught off guard 
and getting used to him will be hard 
like this burning flame 
I'm too caught up in the game 
I've never walk the road at night 
I've never had to fight with myself 
I've never taken the exit that didn't lead home 
I'm always home 
I've never gotten it spicy 
I've never lived it up pricey 
I've never tasted a foreign life 
I'm always home 
Afraid is no way to be 
he already means something to me 
so what can I say but melt 
over me 
melt over me 
over me 
melt 
melt 
melt over me! 
Mark has joyously made his way back to his seat by the time Danny and Lilly take 
the stage and overtake the blues that Mark has just been singing - Lilly 
interpretively dances. 
DANNY (sung) 
who's gonna buy my pretty little shoes? 
who's gonna glove my hands? 
who's gonna kiss my red ruby lips? 
who's gonna be my man? 
the longest train i ever saw 
was a hundred coaches long 
the only man i ever loved 
was on that train and gone 
daddy's gonna buy my pretty little shoes 
mama's gonna glove my hand 
brother's gonna kiss my red ruby lips 
i don't need a man. 
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Danny and Lilly finish the number and Danny goes straight from the stage to the 
table where Mark is sitting Mark rises as he approaches and moves toward 
Danny. 
DANNY So- what did you think? (doesn't allow for a response) My mother sang me 
that song as a baby. I always thought it had something to do with my being gay. 
Mark kneels down beside Danny to look into his eyes, Danny is quieted. 
What? Do I have something in my teeth. 
Mark puts his hands on Danny's face and they kiss. Danny is stunned and his eyes 
stay closed as Mark opens his. 
MARK Your teeth are perfect. 
Danny opens his eyes and smiles and Mark returns to his seat. They continue 
talking- ad lib- as the lights dim to a blackout. 
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[5: CHLOE'S ROOM 
Chloe is a bit more frazzled than before. She sits at the table with Karen, a woman with a 
face in a permanent expression. Karen mindlessly, while staring straight ahead, plays 
checkers. Chloe wears a big comfort sweater and looks through a picture album. She 
drinks some tea. She looks up, bored, and talks with Karen.] 
CHLOE Who's winning? (silence as Karen continues to play checkers) 
Mind if I play? (silence) 
(with an accent) Cr-azy la-dy? (silence) 
Mark enters with papers in hand and is distracted. 
MARK I'm sorry I had to cancel our session this morning, Chloe. 
CHLOE Oh, it doesn't matter. I've had plenty of other people to talk to. 
MARK (not looking up from his paperwork) Like who? 
CHLOE Well, (looking at Karen) Karen, for one. (sarcastically) She's loads of fun. 
(Karen moves her checkers around) 
You missed our little party last week. 
MARK I'm sorry I couldn't be there. (looking at Karen) Did Karen bring her checkers? 
CHLOE She brings them everywhere. She won that night so I least got to see her smile. 
(beat, then she says under her breath) And Chris was there - he was such a doll. 
At the mention of Chris, Mark drops what he is doing. 
MARK You've been seeing Chris again? 
CHLOE Oh, I know I'm not supposed to but I can't just ignore him-
Mark sits and interrupts her. 
MARK You can make peace with him, Chloe. Chris - your son - is gone. 
Karen has kept up the checkers game with her same, blank, stare. Chloe slowly 
answers Mark as if thinking up a retort. 
CHLOE Yeah, well I can't deny that he was here. I even sang him a lullaby. It's the one 
my mom sang to me when I was a little girl. 
MARK He was in your imagination, Chloe. You were singing to yourself. (writing 
something) Now I'm especially sorry that we didn't have our session this morning. 
I'm going to schedule one for later today, okay? 
CHLOE You could just talk to me now. 
MARK That's not how it works, Chloe. I have other patients-
CHLOE (finishing his sentence) And limited time. (beat) 
MARK I'll see you at 2 o'clock. 
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CHLOE I'm all yours. 
Karen makes a move with her checkers and, very gradually, stops everything, 
Mark stands. 
MARK And I think you should go back on the medication. 
CHLOE Oh, please don't. 
MARK You were doing very well on the medication and now, you're hallucina-
CHLOE (interrupting) I've just been remembering it, Mark, not hallucinating. (beat) I 
just remember his little hands and his little voice asking me to sing him a little 
song. 
Chloe pantomimes laying a baby in a cradle and rocking the cradle as Karen 
realizes she has lost a game of checkers- to herself Karen's blank stare fades as 
she slowly becomes upset. 
CHLOE And I rock him in my arms -
Suddenly, Karen screams about the game of checkers. Mark attempts to calm her. 
KARENAHHH! 
MARK Karen! 
KAREN AHH! I lost a-gain!!! 
He grabs Karen's arms, which are flailing, and calms her down by looking her 
straight in the eye and yelling Chloe maintains her expression through the 
commotion, stands up and walks slowly with the baby toward the audience. 
MARK KAREN! 
She stops flailing .. 
KAREN (indignant) Don't try to subdue my rage, Doctor. 
... picks up the checkers board and calmly walks off stage. Mark watches her go. 
MARK (to Chloe) I'll have to make sure she's allright. (he exits) 
Chloe pays him no attention. 
CHLOE And sing his favorite lullaby. 
(sung) 
who's gonna buy my pretty little shoes? 
who's gonna glove my hands? 
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who's gonna kiss my red ruby lips? 
who's gonna be my man? 
the longest train i ever saw 
was a hundred coaches long 
the only man i ever loved 
was on that train and gone 
daddy's gonna buy my pretty little shoes 
mama's (mommy's) gonna glove my hand 
brother's gonna kiss my red ruby lips 
I don't need a man. 
The lights slowly fade as Chloe stares at her imaginary baby and then out at the 
audience. 
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[6: THE OTHER SIDE 
Lilly and Danny get ready backstage in the night club. They are out of their costumes.] 
LILLY You've been dating him for two whole months! That's the longest you've been 
with anyone. 
DANNY And we still have a great time together. I don't even know that much about him. 
LILLY (lighthearted) He could have a family or something. 
DANNY (thinks about it) He wouldn't keep something like that from me. 
LILLY How would you know? He never says a word. 
DANNY He says a lot with his eyes. Just like the first time I met him. 
LILLY I just don't know how you can like a guy who you know nothing about. 
DANNY It's just a feeling, I guess. 
LILLY (jokingly, thrusting her hips) I know what kind of feeling. 
DANNY No, silly-
(sung) 
It's a feeling 
just a hunch 
it's that feeling that you feel when you just like someone a bunch 
and I feel it 
feel it strong 
though he's not that rich or dandy and his wardrobe's kinda wrong 
I've felt that feeling 
all along 
LILLY It's too bad I lost that feeling for Brad. 
DANNY (spoken) It's too bad you ever felt it. 
LILLY It's too late now. (indicating her belly) 
DANNY Why do you want to go through with this, Lil? You don't even like Brad, but 
you're willing to stay with him just for something that doesn't even exist yet. 
LILLY Oh, it does exist, Danny. It's existed ever since I was a little girl. 
(sung) 
It's a feeling 
deep inside 
it's that feeling that I want to be a mother and a bride 
and I feel it 
feel it strong 
though it may be accidental and the groom may be all wrong 
I've felt that feeling 
all along 
and I can't help feeling my feelings 
they're too natural to contest 
DANNY (sung) just as I can't help feeling strong for Mark 
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though with him I'm completely in the dark 
BOTH we feel feelings from somewhere in the chest 
LILLY (spoken) I love this baby already. I love it so much. I want to give her everything. 
DANNY (spoken) You know it's a girl? 
LILLY Just a feeling 
DANNY (spoken) Well, I think you should tell Brad as soon as possible. 
LILLY (spoken) I'm biding my time. 
DANNY Bide too long and you'll be showing, not telling. And then he'll be really upset. 
LILLY (seriously) You don't think he'll take it well? 
DANNY I don't. 
(sung) 
It's a feeling 
just a guess 
I'm just thinking that your Bradly will just think it's all a mess 
Though he loves you 
He's a man 
And I'm sure he hasn't figured this whole factor in his plan 
That's what I'm feeling 
and I can 
not 
help feeling my feelings 
They're too natural too contest 
BOTH We feel feelings from somewhere in the chest 
LILLY Better tell him 
DANNY Yes, you better 
Brad walks in without Lilly or Danny noticing as they sing: 
BOTH Too natural to contest 
BRAD Tell me what? 
Danny and Lilly exchange glances and Danny gets up to go. 
DANNY (spoken) I'm gonna mingle before the show. 
Danny doesn't stray far but is out of their sight. 
LILLY (to Brad) Hi. 
BRAD Hi. 
LILLY (flirtatious) How are you? 
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BRAD (short) I'm busy- Tell me what? 
LILLY Oh, just how happy I am that you're working tonight! 
BRAD Oh. Yeah, well he put me on the schedule for Sunday but I thought we go to the 
park on Sunday -
LILLY See -you're just so sweet like that. (Danny clears his throat loudly and Lilly 
responds) Allright. (beat) 
(she sits Brad down and forces a big, showy grin) 
We ... are gonna have a baby. 
BRAD (loses his expression) What'd you say? 
LILLY We're gonna-
BRAD (curtly) I heard what you said! 
LILLY (as if she were trying to explain herself) It's been five weeks now-
BRAD (cuts in) You waited that long to tell me? 
LILLY I just wanted to be sure. 
BRAD Well at least I know in time. 
Lilly takes a moment. She is angrily subdued and he is flaring. 
LILLY In time for what? 
BRAD In time to get rid of it! How the hell could you let this happen? 
LILLY and DANNY (simultaneously) Excuse me? 
Brad and Lilly shoot glances off stage where Danny's voice came from. 
DANNY (from offstage) Sorry. 
Brad and Lilly get back to their argument. 
BRAD (quietly) What about the pills? 
LILLY They don't always work. 
BRAD (coming into a realization) No, you know what? I think you did this on purpose. 
LILLY Are you out of your mind? Ha! A baby with you is the last thing I was going for! 
(she realizes she's sorry for what she said, but holds her ground) 
BRAD (coldly as he leans in real close) All the more reason to get rid of it. 
LILLY (she puts him in his place) I will say when someone can pluck something out of 
me. I've had dreams of this all my life. It may not be exactly how I saw it in my 
head, but it's the dream all the same. 
BRAD Well this isn't my dream, babe, so count me out. 
LILLY Fine! 
BRAD (almost laughing) You think you can have a baby on your own? 
LILLY Why not? 
BRAD Babe, there's no way in hell you could survive! 
You're a measly singer 
I had to beg to bring ya 
146 
into the club 
(sung) 
what kinda job you gonna get 
when you weigh 1400 pounds 
what kinda job you gonna get 
when your baby's cryin' like a pack 'a hounds 
no, baby, no not you 
not some dimwit no talent chick 
won't make it yourself, I guarantee 
you'll always need a ... guy 
LILLY (sung) You just step back, see 
always made you happy 
now I'm having your baby 
(spoken) 
and you're gonna tell me to lose it? 
(sung) 
no, no, no 
I'm doing things my way 
so, so, so 
it's that or the highway 
finally I'm taking charge over my own life 
you know I don't even wannabe your wife 
oh, no sir 
it would always be 
'morning, dear' and 'how's your coffee' and 'can I get you some more?' 
I'd be looking at 
50 years of doing your dishes and buying you things at the store 
thanks for giving me reason 
I'll see my self to the door 
(As if on her own stage) 
I'm on my own 
with my kid 
I'm seeing great heights 
like I never did 
You just step back to Bradly city 
Lilly Valley's looking oh so pretty 
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alone 
BRAD Good riddance, babe 
I got twenty girls as replacement 
The numbers I got 
could fill an entire basement 
with them I'll get my morning dear 
all I can say loud and clear 
is that 
(Lilly pushes him out of the dressing room and they split the stage.) 
LILLY I'm on my own 
with my kid 
I'm seeing great heights 
like I never did 
you just step back to Bradly city 
Lilly Valley's looking oh so pretty 
alone 
(realizes what this actually means 
for her and her baby) 
alone 
alone 
BRAD On my own 
life is grand 
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strike up the frickin' band! 
Play the refrain of my youth 
bring me a scotch and vermouth 
I'm alone 
(realizes what this actually means 
because he loved her) 
it's the greatest feeling 
I've ever felt 
alone 
alone 
[7: BRAD AND LILLY'S APARTMENT 
Lilly's packing her things ferociously. Brad is pacing trying to reason with her. Their 
apartment is a mess. She is taking bedding and books and frames and just about 
everything that she can get her hands on. Once she's left, the apartment is bare except for 
a baseball on the floor and one shirt on a hanger.] 
BRAD You can't just get up and get out. 
LILLY (turns to him very fiercely) Watch me. 
BRAD Didn't we say we'd work together here? 
LILLY You don't compromise, I don't compromise. 
BRAD But what you want is ridiculous. 
LILLY (stops cold) What I want is to be responsible for once instead of ditching out on 
something I've started. (She takes his hand and forces is on her belly. Then, 
tenderly) We've created something, Brad. 
Brad takes his hand away. 
BRAD Something that could ruin us right now. 
With that, Lilly is even more determined. There's a knock at the door that sparks 
Lilly to resume packing as Brad answers it. It is Mark and Danny, there to pick up 
Lilly. 
BRAD What do you want? 
DANNY We're taking her to my place. 
BRAD (smirking) Uh huh. (to Lilly) All high and mighty sayin' you can handle this 
yourself- and really you're just going to live off the rich kid. I see how it is. 
DANNY I'm just returning a favor, Brad. 
Danny moves past Brad and Mark follows but is held back by Brad. 
BRAD (not recognizing Mark) Who are you? 
MARK Free labor. 
BRAD Free labor? (turns to Lilly) Isn't having babies free already? 
MARK Just here to improve productivity, my man. 
DANNY He's with me, Brad. 
Lilly and Danny have gathered up some suitcases and head for the door, moving 
past Brad and Mark. 
LILLY (very functionally as she passes) Hello, Mark. 
MARK Hi Lilly. Can I help? (but she has past him with an air about her) 
DANNY You stay here and guard her stuff. 
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LILLY (stops in the doorway to add) I don't want Brad thinking he owns anything that 
I'm taking with me. (glares at Brad) Anything! 
Danny and Lilly exit and Brad and Mark awkwardly remain. 
BRAD How do you like that? 
MARK Tough break, Brad. 
BRAD Girl says "let's go through life together" and then makes an all or nothing offer. 
MARK I'm guessing you want something in between? 
BRAD: I sure as hell don't want a baby! (beat, as they both shuffle around. Then, noticing 
the audiences that he has, Brad continues) She gets through life the easy way, 
see. Makes money just singin'- used to make it off 'a guys but then she fell for a 
poor one. 
MARK And you fell for her. 
BRAD For that chick? Never. She doesn't get what happens when you run into opticals. 
MARK Obstacles? 
BRAD Yeah, that's what I said- like this kid. She just wants to have it like there's 
nothing to it. And expects me to go along. (laughs) That's what it's like with them. 
MARK With who? 
BRAD Lilly and her best bud, Danny. They just run the lives of any guy they meet. 
They're like a team that way. 
MARK (coming up with an explanation) They certainly play that kind of act but -
BRAD So you've heard 'em? They're practically professionals. 
MARK Oh I don't think Danny's like that anymore. 
BRAD Oh no? (more buddy buddy) Listen, Mark. 
(sings) 
Sometimes you go berserk 
for a girl or a guy cause they work 
you like putty 
let me tell you buddy 
This girl and her little boyfriend 
they've mastered quite a trend 
of bringin' rain 
let me explain 
You say "no" 
they say "yes" 
you say "no" to their face 
They say "baby, just give up 
you know I'm gonna win this race 
I'll make you my man" 
it might take time but that's the plan 
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helping them live their life through 
is all there is for me and you 
so leave buddy 
leave buddy 
leave! 
while you can 
(spoken) 
For instance- I used to play poker with some guys every night after work. Lilly 
said she didn't like the way I smelled when I come horne - that she was gonna 
leave me if I kept playin' with the guys. So I quit going to the poker game. Turns 
out she just didn't like the way I smell altogether. 
MARK (spoken) You smell fine to me. 
BRAD I been groomed like a French poodle at a dog show. 
(sung) 
They don't care about your pride 
They'll rip it up and toss it aside 
then tease you 
not please you 
Their traps are always ready 
their minds in the game their gaze is steady 
and piercin' 
it's fierce in here 
they'll make you their man 
it might take time but that's the plan 
helping them live their life through 
is all there is for me and you 
so leave buddy 
leave buddy 
leave! 
while you can 
get out before the clutch is securer 
cause Danny he knows how to play it demurer 
he'll draw you back sayin' no love could be purer 
the one thing for which you couldn't be any surer 
Danny returns and interrupts the song. 
DANNY (spoken) Help me with the rest of the bags, would you Mark? (Mark is 
somewhat hesitant) Corne on! (excited) I want to get Lilly home so we can go 
shopping and catch that special screening ofFunny Girl like we planned. (he 
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exits) 
Brad laughs to himself and Mark looks thoroughly depressed. 
MARK: I hate musicals. 
Mark grabs the other two bags and is taunted by Brad as he leaves. 
BRAD (spoken): is 
(sung) 
He'll make you his man 
it might take time but that's the plan 
helping him live his life through 
is all there for you 
so leave buddy 
leave buddy 
leave! 
Get out 
get out 
get out 
while you still can 
Brad laughs as Mark leaves the apartment. 
Get alone 
greatest feeling ever felt! 
(Brad lets down his guard and sits on a chair with exasperation. He reconsiders 
the words he is singing) 
On my own 
(picks up the baseball, throws it to the glove which rests on the bare bed. It misses 
and rolls away and onto the floor.) 
Alone. 
Lights fade as Brad sits, depressed. 
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[8 : OUTSIDE LILLY AND BRAD'S APARTMENT 
Mark catches up to Danny and Lilly who are waiting with the bags at the curb by Danny's 
car. Mark pulls Danny aside.] 
LILLY Finally. Let's get out of here. (she turns to go) 
MARK I think I'll just let you two have some time together. 
DANNY Oh, come on, Mark. This is a great time for you and Lilly to finally connect. 
MARK (trying to be sensitive) Lilly needs you right now, not me. 
DANNY But we have plans-
MARK (quickly) I've made other plans. 
Lilly is eavesdropping as they both fall a little silent. 
DANNY Without saying anything? (passes over it) Let's just do what I planned and have 
some fun together! 
MARK Your plan doesn't sound like fun to me. (silence) And Lilly and you should have 
this time together anyway. 
DANNY (hurt) Okay. 
MARK (trying to explain) You know I don't like shopping or musical theater. 
DANNY Look ... these are things that I like to do and I thought, just once, we could do 
something other than stay in and watch a movie or all the other lame things 
(trails off as he realizes he's being a bit rude). You know who I am, Mark. 
MARK And you know me, Danny. (intense) And I'm not changing. 
LILLY (butting in) You sound like Brad. 
MARK (to Lilly) Me and Brad have some things in common, I guess. (To Danny) I'm 
going home. 
DANNY But Mark- (But he turns and exits. Danny calls after him) Okay, but call me. 
LILLY Don't yell after him, Danny. He's not worth it. 
DANNY (he turns and is very serious) This time he is, Lilly. 
LILLY (surprised) No! 
DANNY What? 
LILLY You can't- you don't love him, do you? (Danny responds silently) This is a first. 
(She is much more caring and sensitive when she realizes this) . 
DANNY I just hope everything is okay. 
LILLY No one can walk away from you, Danny. (Danny looks longingly in the direction 
that Mark left) Come on. We have plans. (picks up the suitcases) 
DANNY Of course. I'm here for you, Lilly. 
LILLY Let's just forget about Mark and Brad and have a day together - just us. 
DANNY Let's. 
They pick up all the baggage and carry it off stage and, just as Danny exits he 
stops and turns, and again looks longingly in Mark's exit direction. 
Lights fade . 
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[9: CHLOE'S ROOM/DANNY'S APARTMENT 
Mark enters Chloe's room. He has work papers in his hands and Chloe sits with Karen, 
who plays checkers on a table. Chloe is depressed and Mark is upset because of his 
interaction with Danny the week before. Chloe looks a bit more dishevelled than before -
her apron is not tied and her hair is a bit wild. She fidgets with her hands. Chloe notices 
Mark's demeanor as he silently walks in and writes in his paperwork.] 
CHLOE Hello to you, too. 
MARK Hello, Chloe. (notices Karen) Hello, Karen. 
Karen mumbles and moves her checkers. Mark goes back to his paperwork. 
CHLOE (as if she were playing the doctor and trying to get his attention) Arid how are 
you, today? 
MARK (hiding his expression) I'm fine. How are you? 
CHLOE (sardonically cheery) You know how I am. The same -lonely. (looks around) 
Walled up in a cave with windows. 
MARK This isn't a cave, Chloe. 
CHLOE (upset) You're right. Tomb is a better way to describe it. 
MARK You've got to be used to it by now. 
CHLOE That's just it. I am. That's what makes me sick. This isn't a home and isn't 
everyone supposed to have a home to live in- people to talk to? (looking at 
Karen) Karen only talks to the checker board anymore. And Chris, he doesn't 
have much to say -he's only an infant you know-
MARK (interrupting) Chloe -
CHLOE He tells me he wants me to find Paul so that we can all be together again-
MARK Chloe, you know that -
CHLOE He wants us to buy a big house-
MARK (fiercely) Chris can't want anything, Chloe! He is gone, forever. (Chloe is 
shaken) 
(more tender) Right now you need to think about what you want. (Chloe is 
defeated and looks down at her hands which fiercely rub together) Would you 
like me to bring you something that will calm your nerves? I think it would be 
good for you right now. (silence) I'll do that. 
Chloe's eyes follow him as he exits. She is fuming and the lights dim on her in her 
room as she paces. Karen notices her anger and leaves the room, mumbling to 
herself On the other half of the stage: 
DANNY I'm not sure. He's a real manly man, you know, so he might just not call because 
he's too proud to call ... 
LILLY I have noticed that you need a man who isn't so gaga over you anyway - all the 
men you've dated only want one thing and you give it to them. 
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DANNY 'Tis the plight of the gay man- the "one thing" relationship, I mean. 
LILLY Isn't it nice to date someone a little more .. . mature and composed? 
DANNY (confused) You mean silent? 
LILLY No, I always get so embarrassed around your "sensitive" guy friends. (catching 
herself) I mean, I don't have nothin' against 'em -live and let live, right? But Brad 
-he gets so uncomfortable! 
(obviously she gets uncomfortable as well) 
DANNY Well we don't care what Brad thinks anymore, do we? 
LILLY No. It's funny that I'm so emotional because, well you know, I don't even like the 
guy. 
Suddenly, she runs into the bathroom -morning sickness- and Danny thinks little 
of it. He worries on the bed. During their conversation, Mark returned to Chloe's 
kitchen with some tea. We see him drop two pills into her hand and give the mug 
to Chloe. 
MARK. Here. 
Chloe takes the mug and starts to sip the tea. She takes the pills and, when Mark's 
back is turned, pockets them. She glares at Mark. 
CHLOE When am I going off the drugs? 
MARK When you're in a stable mental state. 
CHLOE How will you tell? (jovial) Wouldn't it be easier for me just to tell you. 
MARK The doctor says when is the proper time for -
CHLOE (severe) I know what the doctor says. 
MARK Chloe, you're still delusional. You're seeing Chris and, that was six years ago 
when he died. And you mistake me for Paul. This medication can help you right 
now. 
Mark begins to write some things down and exits her room. Chloe broods over 
her tea. 
CHLOE (sung): Doctor's orders 
Your demands 
My emotions 
My pain 
She's upset 
Doctor's pill 
Isn't that 
the refrain? 
Mark returns. 
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MARK All done? (he motions for the cup) 
CHLOE (stark) All done. (hands him the cup) 
MARK That's a good girl. (he turns to leave) 
CHLOE What about you? 
MARK What about me, Chloe? 
CHLOE You're obviously depressed - are you taking any pills for that? 
MARK I'm not your patient -
CHLOE What is it? Someone you love leave you? Your happiness come crashing down? 
Mark is broken by the truth in her statement. They are silent in this tension. 
MARK I'll see you for our 2 o'clock. 
Mark leaves the room and paces in the hallway as Chloe lets this set in. She takes 
the hidden pills and places them in a small container which is hidden under her 
chair. She moves very slowly. Lights fade on Chloe and Mark as they come up on 
Lilly, in Danny's bathroom, vomiting, and Danny on his bed. 
DANNY Lilly? You ok? 
LILLY Yeah. Just side effects, you know. 
DANNY (concerned) Oh! Can I get you anything? A cracker? (to himself) A responsible 
father? 
LILLY (to Danny) No, I just... (to herself) I just didn't think this is how it would be. 
(sung) 
Never knew 
I made a choice 
to leave 
keeping this 
One love gained 
another lost 
I grieve 
for his kiss 
I grieve 
DANNY Are you allright? 
LILLY (quickly) I'm fine! 
DANNY (frustrated) I just wish he would call, Lil. It's been over a week. 
LILLY (to herself) You think you've got problems? (she throws up again) 
DANNY G-d, I can't believe I'm kvetching like this. 
LILLY I was about to say something very similar. 
Lights come up on Chloe and Mark and stay up on Lilly and Danny. Just outside 
of Chloe's room, Mark reaches in his pocket for something. It's Danny's number. 
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MARK (torn) G-d I miss you, Danny. 
DANNY (to Lilly) If only I knew what he was thinking .. 
(sung) 
Mysteriously 
you don't have much to say 
then you look with 
yearning in your eyes 
Don't walk away 
this time stay 
and care for me 
for by surprise 
You're what I want 
CHLOE Doctor's orders 
You're gone 
My sunshine 
My rain 
MARK (sung) Just be who I am 
but to be the man 
I see there in your eyes 
I yearn 
Now away from you 
I realize I will compromise 
for what I want 
Chloe examines the stash of pills that she has been hiding and places them back 
under the chair. 
Listen Chloe LILLY 
here's a pill DANNY MARK Never knew 
isn't that Mysteriously Just be choice I had to 
the refrain? you don't have who I am make 
much to say but to be the for myself 
Keep her then you look man 
steady with I see there in I'm a girl 
she'll erupt yearning in your eyes never thought 
your eyes I'd love 
always ready I yearn his kind of guy 
to abstain Don't walk now away from 
from a touch away you now I'm stuck 
from a pain this time stay I realize I will with a big 
and care for me compromise commitment 
now I'm for by surprise for what I want of my own 
understanding you're what I 
why you keep want Compromise He could help 
me why you forme me 
say you care Love's surprise forme with a small 
forme forme forme sacrifice for me 
forme forme forme 
for me for me for me 
Lights fade on Danny and Lilly and remain lit on Chloe and Mark. 
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ACT II 
[1: THE OTHER SIDE NIGHT CLUB 
Four months later 
Lilly is on stage facing away from the audience. We see her back as the music begins. 
There is, noticeably, a different server in the bar - a woman - who is strangely 
reminiscent of Karen. Lilly is dressed in an evening gown.] 
LILLY (sung) 
Some men like my grace 
others my sex appeal 
but all men like one thing 'bout me 
that I give it to 'em real! 
(she turns to reveal her very large, pregnant belly!) 
I'm a big girl now 
so you wanna pow? (pow pow) 
Well you'll hafta get used to 
my party for two 
(Danny walks in and sits at a table) 
Got some extra weight 
And I'm still looking great 
So I'm in commission 
just get my permission 
and we'll have a date 
I just came back from seeing my ma 
she said take your feet up and have some lemonade 
I said ma, what are you up to? (cause in her eyes I saw) 
that she had plans for me she already made 
(spoken) Listen to this 
(sung) I spoke with the Katzes their son's back from the war (ma) 
He was there, he's very cute, never been married before (ma) 
He asked what you're up to Saturday night I said you were free (mal) 
I just thought a girl in your state would surely agree 
(the music stops- spoken) My state? Ma-
(sung) I'm 
gonna 
have 
FUN! 
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I'm not gonna run 
into the arms 
of a man without charms 
Cause I'm not done 
Got a bun in the oven 
But I still got a glove in 
the ring 
so bring on the men 
I'm a big girl now 
so you wanna pow? (pow pow) 
Well you'll hafta get used to 
my party for two 
Got some extra weight 
And I'm still looking great 
So I'm in commission 
just get my permission 
and we'll have a date 
I might be heavy 
But I'm not an old Chevy 
That's past her prime 
NO! I'm still in mine 
So line up the suitors 
one after one 
though I'm skipping the shooters 
I'm gonna have fun 
Cause I'm in commission 
Just get my permission 
This girl's 
NOT DONE! 
Large applause from the audience in the night club, including Danny. Lights fade 
on Lilly and come up on the audience where Danny sits. She disappears 
backstage and then joins him at the table. 
DANNY (greeting her with a cheek kiss) I never get tired of that number, Lil. 
LILLY (proud of herself) Neither do the critics! One more good review and I might just 
get noticed by someone not so far off Broadway. (beat) 
DANNY I'm so proud of you. 
LILLY (as if automated) And I'm so proud of you. 
DANNY You shouldn't be. 
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LILLY I know, I just thought I would return the favor. 
DANNY (sarcastically) Ha, ha. 
LILLY (serious and kind) You'll get through this. (beat) Always have, always will. 
DANNY That's just it. 
LILLY What is? 
DANNY I'm maybe thinking that "always have, always will" aren't the kind of alwayses I 
want. 
Lights dim as they exit, arm in arm. 
160 
[2: CHLOE'S ROOM 
Chloe sits in her chair when Mark enters the room. He is renewed and she is more 
depressed. She starts to sing a lullaby under her breath, a capella while Mark, who looks 
as lonely as ever, looks over his paperwork.] 
CHLOE (sung) 
who's gonna buy my pretty little shoes? 
who's gonna glove my hands? 
who's gonna kiss my red ruby lips? 
who's gonna be my man? 
Mark doesn't realize that this is the same Lullaby that Danny sang in the club -
until he starts to sing along 
MARK (sung) the longest train i ever saw 
was a hundred coaches long 
BOTH the only man i ever loved 
was on that train and gone 
CHLOE (spoken, surprised) Where did you learn that song? 
MARK (spoken) I must have heard it somewhere. 
CHLOE My mother used to sing it to me and my brother, Danny. (Mark stops 
everything) And I used to sing it to little Chris. 
MARK Your brother's name is Adam. 
CHLOE He's always gone by his middle name. Adam Daniel. 
Mark pauses in thought. He paces slightly and breathes a bit heavier. 
MARK (to himself) That can't be possible. 
CHLOE (very curious) What can't? Do you know him? 
MARK What's your maiden name, Chloe? 
CHLOE Metzger. 
MARK (to Chloe) A-a-a-and how old is your brother? 
CHLOE He's three years younger so-
CHLOE and MARK simultaneously 23. 
CHLOE (like it's a dandy small world) You know him, don't you? 
MARK (as if realizing just now, and in a total state of shock) I was in love with him. 
Mark, glazed over, walks out of Chloe's room and stands in the hallway. She is 
left stunned at what has just been said. 
CHLOE: My brother? (beat) You love my brother? (getting angry) And you can't love 
me? It's so easy for you isn't it? To push me aside- to leave like everyone else 
did! Here's your pill, Chloe. Calm down, Chloe. My papers say this Chloe. 
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(hysterical) Stop yelling, Chloe! How could you do this to us, Chloe?! It's your 
fault, Chloe!!! (beat, she is calm and pleading) Paul.. . Paul I'm so sorry. (As 
Chloe begins to sing her lullaby again, she slowly walks to the stash of pills and 
consumes them, one by one, as she sings.) 
(sung) 
daddy's gonna buy my pretty little shoes 
mama's (mommy's) gonna glove my hand 
(After swallowing about 15 pills, she drops the container on the ground and 
slumps back into her chair. The lullaby slowly winds down as she passes out.) 
brother's gonna kiss my red ruby lips 
I don't need a man. 
Outside of her room, Mark puts himself together and enters Chloe's room. He 
doesn't notice her state. 
MARK: Chloe, I should not have said anything about your brother but it was as much of 
a shock to me as I'm sure it is to you. 
This obviously means that I'll have to reassign you to be under Dr. Johnson's -
(and he notices that she is not responding) 
Chloe? 
(rushes to her and takes her pulse) 
Chloe? Wake up! 
(sees the leftover pills and calls for help) 
JOAN! JOAN! 
(picks up Chloe's body and carries it offstage) 
Chloe, stay with me! 
Blackout. 
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[3: DANNY'S APARTMENT 
Danny and Lilly are eating tubs of ice cream. He look very depressed but Lilly is just 
there for moral support. She is bored.] 
LILLY Shopping? 
DANNY I'm too lazy. (beat) 
LILLY (excited) How about getting our nails done? 
DANNY (solemnly looks at his hands) My cuticles are out of control. No, we don't have 
an appointment and the only girl I like to go to is always booked days in advance. 
LILLY We could watch a movie. 
DANNY (slowly breaking down) Me and Mark used to watch movies. 
Lilly tends to him but she's done this so much that she loses interest in caring for 
him. She looks down at the ice cream then at Danny, who is sobbing. Then it 
dawns on her. 
LILLY I'm tired of this. 
DANNY (through his tears) Huh? 
LILLY Here we are, partners in crime, and you've been moping around for months 
because of this one, guy. And I'm laid up cause I'm preggers. 
She is motivated and puts the tubs of ice cream down. 
DANNY I'm moping around because I finally felt something for a guy rather than just 
letting him do all the feeling. 
LILLY (absentmindedly) It's kinda funny, isn't it? 
DANNY What is? 
LILLY He always met you in secret. He never let you come back to his place. He left 
before the morning. He doesn't call. That used to be the way you handled guys. 
(laughs to herself) 
A moment while Lilly goes back to eating ice cream. 
DANNY You're right. (getting upset) 
LILLY (shocked) I am? 
DANNY Yes, you're absolutely right. (Rises) I made up the rules to this game. 
LILLY (confused) A game? 
DANNY You said it, Lilly. 
LILLY I did? 
DANNY (growing angry) He just played me like a pawn. Got what he wanted and let me 
go. He hasn't called- he never called! And I would have worked hard for him, 
too ... 
(sung) 
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I'd give him everything 
Don't even need a ring 
I'd be his big shabang be silly 
that's me 
But he would never talk 
Say silence is the way to walk 
(He is actually angry by now) 
And live in shadows 
never say "I love" 
WHY?! 
Always hiding 
always biding time 
Well, I'm prime! 
(spoken) 
I liked him cause he was mysterious. 
LILLY He certainly is that. 
DANNY Well he can kiss my diva loving, OUT loud, party-hopping ass! 
DANNY (sung) I heard about his work 
not once from him 
LILLY (sung) what a jerk 
DANNY He'd never hold my hand 
in public 
LILLY how sick! 
DANNY I got things out of him 
But I am not subliminally 
gifted 
so we drifted 
Always hiding 
always biding 
time 
on my dime! 
It has been 
six months 
since when 
we first met 
and if 
I knew why I 
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loved him 
now I forget 
When he don't say a thing 
it's like he takes a swing 
and sends me down and 
emotional 
tunnel 
Tells me nothing 
Just want one thing 
In the dark is not 
living! 
(spoken) 
Moving on and moving out. 
LILLY (spoken) Take the world without a doubt. (they do a secret handshake) 
DANNY Glad I'm out ofthat trance. 
LILLY Glad we can now both relish in the benefits of being single. 
DANNY (building steam) Let's do everything that Mark didn't like to do. 
LILLY Manicure? 
DANNY Pedicure! 
They are on a rant, now. 
LILLY And let's go buy some baby clothes with that fat check I got from the new theater. 
DANNY Let's plan a shower! 
LILLY All in pink! 
DANNY (quizzically) You're having a girl? 
LILLY (she is in the same momentum) I don't know! 
DANNY It doesn't matter, pink it is! 
LILLY Yeah! 
Danny's cell phone interrupts their momentum. 
DANNY Hello? (smug) Oh! (makes a face at Lilly) He-llo Mark how nice of you to call... 
(suddenly his mood changes and he is very serious) What? How do you- Okay. 
O-kay! I'll be right there. (hangs up) 
LILLY (smug, herself) So you caved, huh? 
DANNY (looking into space) We have to go. 
LILLY Where? 
DANNY (to Lilly) It's my sister, Chloe. 
Blackout. 
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[4: CHLOE'S ROOM 
Chloe lay in bed resting. Danny and Lilly rush in to see her. They are distraught. They 
approach the bed and stand over Chloe.] 
DANNY I haven't seen her in 6 years. 
LILLY What's she doing here? 
He puts a hand on her and gently strokes her hair. He is very loving. 
DANNY She was married and pregnant and, all at once, it was gone. It was her dream -
and it abandoned her. 
LILLY That's terrible. 
DANNY What's terrible is that she never could come to terms with it. Her husband 
blamed her for what happened to their son, and so did she. 
LILLY When everything that you care about goes, I guess your mind starts to slip away, 
too. 
DANNY I just can't believe that she's here. 
LILLY Why would your parents hide her like that? 
DANNY They think we're both contagious. (beat) Shame drives people to do a lot of 
nasty things. 
Mark enters and is surprised to see Danny and Lilly there. He slowly approaches 
with his head bowed a little. 
MARK She's going to be fine. 
Danny and Lilly turn to see him. It is tense. 
LILLY (blatantly breaking the silence) So you're her doctor? 
MARK Pretty unbelievable, huh? (he checks Chloe's pulse and rests her hand back in 
place. He looks at Danny) Danny, can I talk to you, privately. 
Danny looks at him with contempt. Then rises to follow him out into the hallway. 
Mark is very professional and Danny is upset and anxious. 
I have to tell you that it is my fault this happened to your sister. 
DANNY (angrily) Did you pour those pills down her throat like you poured lies down 
mine? 
The lights come up on Lilly, still at Chloe's side but she has her feet up and is 
chatting up a storm. She is filing her nails. 
LILLY So I said, "look, Brad, it's just as much your doing as it is mine. Why don't you go 
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make yourself sterile?" and you know what he said? "This ain't a time to be 
thinkin' about showerin', Lil." (she laughs at her own joke) Ha! What an idiot. 
See, he thought-
CHLOE (weakly) Chris? 
LILLY Oumps up) Whoa. Did you say something, dear? 
MARK (upset with himseW I might as well have. (beat) She is a very tender woman and I 
didn't respect that. I had a great lapse in judgement as her psychologist. 
DANNY You seem to have a lot ofthose. Getting into things too deeply and then pulling 
out - leaving people deserted. You know, I'm not even surprised that you were a 
part of bringing Chloe to do something drastic. Do you want my parents' address 
too? Maybe you can take what matters most from them. (quietly and in Mark's 
face) I know the combination to their safe. 
MARK (sitting Danny down) Danny, please. This is very important. 
DANNY So were you to me. You don't get my time, now. My sister's waiting. (he turns) 
MARK (quickly before Danny can leave) Your sister believed that I was her husband. 
That we had a child together. I never allowed this fantasy to play out. I told her 
that I was her doctor and she my patient. 
Danny stops in his path. 
CHLOE (dreaming) Chris. Goodbye Chris. 
LILLY (confused and to herseW Chris? (loudly) HO-NEY. .. wake up. (sing-songy) 
Chloooo-ee. 
DANNY She always thought that? 
MARK Oftentimes, yes. 
DANNY Then what happened today that made her ... 
MARK Today I talked about you. (Danny turns back to Mark) I was so surprised to learn 
that you two are siblings that- well, it just slipped out. 
DANNY What did? 
MARK (quickly) That I love you. Not her. (beat) The fantasy that she uses to protect 
herself was shattered. 
Chloe jumps up, eyes still closed, and grabs Lilly who screams a huge, high 
pitched scream. This interrupts Mark and Danny who run into Chloe's room to 
investigate. Chloe is panting and her eyes stay closed. 
CHLOE (in a cheerful, mellow tone) Goodbye, Chris. 
Chloe lies back on her bed and continues to rest as Danny and Mark rush in. 
DANNY Why did you scream? 
LILLY (in disbelief) She was awake. She spoke to me. 
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MARK What did she say? 
Mark moves in to take Chloe's pulse. 
LILLY She said (very dramatic) "Goodbye, Chris." 
This stops Mark and Danny in their tracks. 
MARK and DANNY simultaneously She did? 
MARK Her pulse is steady and strong. She'll wake up soon. I'm going to get the nurse. 
He exits and Danny and Lilly sit at Chloe's side once again. 
LILLY She just grabbed me and said goodbye to Chris. 
DANNY (in disbelief) I think I'm going to have a sister again. (they look over Chloe for a 
minute, considering the importance of what she said.) He said he loves me. 
LILLY (surprised) Here? (sarcastically) How romantic. And convenient. 
DANNY No, no. It was more of a side note. (imitating Mark) Your sister was in an 
unstable place. It's my fault she did this. I love you-
LILLY Whoa, whoa, whoa. What?! 
DANNY (beat) Never mind. The point is, I don't have to wonder anymore. 
LILLY (mildly upset) You think he's going to change now? Danny, he hasn't called after 
he ran out on both of us without saying a word. In fact, he hardly said a word 
when you knew him! 
DANNY (quickly) And he just said all the words to make up for it. 
LILLY I don't trust it, Danny. You shouldn't either. He's just like Brad, looking out for 
himself. Saying what he knows you want to hear so that he can get what he wants. 
He doesn't deserve you. He won't look out for you. 
DANNY Then will you look out for me, Lilly? (beat) Because I can deny it, but I love 
him, too. 
Lilly is surprised and overcome at what Danny says. She realizes their friendship 
and shows her affection by pulling him close for a hug. They are embracing when 
Mark returns from talking with the nurse. Lilly notices Mark's return and excuses 
herself giving him an evil look 
LILLY I'm going to find a vending machine. (to Danny) Can I borrow 20 bucks? 
DANNY Sure. (gives her the money) 
LILLY You're a doll. (she exits) 
Danny and Mark are left in an awkward situation, standing over Chloe. Mark 
motions for them to step outside and the lights dim on Chloe's bedroom as they 
exit the room. Danny is in a much more congenial mood. 
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DANNY She says baby's have a big sweet tooth. 
MARK Danny, I wasn't just telling you all ofthat for your own well-being. I told you 
what happened with Chloe because, well, I think you should press charges. 
DANNY What?! 
MARK Chloe was in a very unstable place and I let my personal life affect her in a 
negative way. 
DANNY Mark. Chloe is going to be fine, like you said. 
MARK (beat) She almost died. 
DANNY And look what has come out of it. (beat) Chloe was obsessed with a dream. She 
always has been. This dream of love and family, of champagne and house parties. 
This happened because she finally came to terms with her real life. And it 
happened to bring me here so that she can have a family again. (beat) And all of 
this, this huge coincidence, brought you and I here. 
Mark and Danny now look into each others eyes until Mark looks away - to hide 
tears? 
MARK I love you, Danny. But -
DANNY What else is there, Mark? 
(sung) I know 
you know 
I forgive 
let's forget 
MARK (sung) mistake, I 
have never been so foolish 
(spoken) 
And I'm sorry 
DANNY! (tenderly) Sorry 
is no way to be 
MARK (sung) No one's ever 
meant so much to me 
DANNY (spoken) For the first time in my life, I'm not crossing my fingers. 
MARK so what can I say? 
DANNY (sung) what can I say? 
BOTH but melt over me 
over me 
melt melt melt 
over me 
melt over me 
They slightly tease each other as they riff on the blues. For the last riff, they 
embrace. Chloe has risen in her bed and is looking around as if it 's her first time 
seeing the world. 
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CHLOE (calling to space) Mark? Ma-ark? 
When Mark and Danny hear Chloe's voice they rush into see her, awake, looking 
very pleasant and aware. 
DANNY Chloe! 
CHLOE Danny? 
He rushes to her and hugs her as Mark rushes over to take her pulse. 
DANNY I'm so glad you're awake! 
CHLOE Wha ... what are you doing here? 
MARK (examining her) How are you feeling, Chloe? 
DANNY (doesn't look away from Chloe) She's feeling great! Can't you see it in her 
eyes?! 
She does look well. 
CHLOE I do have a bit of a headache ... 
DANNY So does everyone. 
CHLOE And, well, this is funny but I feel like I've lost weight or something. Like my 
body is refreshed. (To Danny) You know that feeling? 
DANNY (looking at Mark) I think I do. 
CHLOE Oh! And I just had the greatest dream. (remembering) Chris was there-
MARK This was a dream? 
CHLOE Yeah, what else would it be? It's not like I'm seeing ghosts. 
MARKOh. 
CHLOE Anyway, Chris said goodbye to me. He waved goodbye and walked off into the 
woods. They were beautiful woods -
DANNY Like the ones behind our house in Vermont? 
CHLOE (excited) Exactly. He waved and said 
(sung) 
Goodbye, mother 
goodbye, mother 
this is the path I take. 
Goodbye, mother 
Don't follow, mother 
hold my adoring love as your keepsake 
Stay at the edge 
of the cityscape lines 
There's a home, there's a life for you 
(she gets up out of bed) 
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Remember me 
happy going alone 
you've got to build yourself anew 
Oh! Goodbye, mother 
Don't deny, mother 
the woman you've kept all to yourself 
Goodbye, mother 
(must say) goodbye, mother 
bring down that woman on the shelf 
(spoken) And this time, Mark. This time I heard him. Danny, I finally heard him! 
When I woke up, he was gone. And I was finally here. 
(sung) 
Who was that woman living in me? 
Making me go crazy? 
Listen real close and you'll hear 
my heart sa yin' 
that from you it wants to be free! 
you're not for me 
you're not for me 
just cast off the shell 
of that old damn self 
and I'll be the woman I want to be 
(Lilly walks into the room and is astonished to see Chloe 
awake and rocking out ... she gets into it) 
Time and time again I was blaming myself 
for something that was outta my hands 
Now I'm taking credit where it's due 
first things first, I'm freeing myself from you 
you're not for me 
you're not for me 
just cast off the shell 
of that old damn self 
and I'll be the woman I want to be! 
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MARK&DANNY 
Who? 
Go crazy now 
What's it say? 
Free from yourself! 
No, no, no 
not for me 
Free! 
MARK&DANNY 
time and time 
out of your hands 
credit due! 
free from yourself 
MARK & DANNY & 
LILLY 
No, no, no 
not for me 
Free! 
Lilly falces center stage and introduces herself to Chloe. 
LILLY (spoken to Chloe) I hear ya loud and clear, Chloe! My name's Lilly! 
(sung) 
Sixty-forty was not enough 
When push came to shove 
Now I'm seekin' pleasure 
I'm respectin' leisure 
Never can be forced into love 
OH! 
LILLY & CHLOE DANNY & MARK 
you're not for me 
you're not for me 
just cast off the shell 
of that old damn self 
and I'll be the woman I want to be! 
DANNY 
Men always told me I was their jewel 
So my heart was hard as a stone 
You came around and I acted like a fool 
Love is strong it's got to be shown! 
No, no, no 
not for me 
Free! 
CHLOE DANNY & MARK & LILLY 
You're not for me 
You're not for me 
Just cast off the shell 
of that old damn self 
and I'll be the woman I want to be! 
MARK 
Tired of trying so hard at life 
Never get it straight 
Listen intuition 
I got a suspicion 
That you want to mess with my fate 
Oh! 
No, no, no 
not for me 
Free! 
LILLY & CHLOE DANNY & MARK 
you're not for me 
you're not for me 
just cast off the shell 
of that old damn self 
and I'll be the woman I want to be! 
Be the woman I want to be! 
Be the woman I 
Want to be! 
Blackout! 
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No, no, no 
not for me 
Free! 
Be her good! 
Be the man who you 
Want to be! 
